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Cepreii @, Bacnnnen

PYCCKAA POMAHTHUYECKAA TTPO3A: IIOSTHKA
PAHTACTHUECKOI'O

IToBomom mits HamcaHHs Mpexnnaraemoil paboThl OCTyXKUIIA HEOTYOIH-
koBaHAad cTaThd HLIL CvuEpHeBa "Uto danTacTHynO B haHTacTHUCCKOH NH-
Teparype?”. He npereHnys Ha CKOIBKO-HRGY b IMAPOKHH 0XBaT pycckol po-
MaHTHYECKOH HaHTACTHKH, Mbl IOCTAPAEMCS OCBETHTE MIABHEHITIHE 0COGEH-
HOCTH €6 TI03THKH, 9TC, B CBOIO 0Uepelib, IO3BOIHT COEIATh IIPeABAPHTENb-
HEI€ BHIBOHI OTHOCHTENBHO GYHKIHOHHPOBAHNS "(haHTaCTHYECKOro poa” B
pycckoit mareparype 1800-1840-x romos.

Kak ormeuaet VLIT. CMupHoB, daHTacTHHecKoe — 3T0 ocobast opma Boob-
pakaemoro, MHp,

B KOTOPOM HCTOPHYHOCTE TEPSET CBOIO PENEBAHTHOCTD JTHGO MTOJ-
HOCTEHIO, THGO pasfienss ee ¢ IPYrol, ambTePHATHBHON HCTOPHY-
HOCTBIO.

Boo6paskaemoe coapaer nud GepeHIIMaIRK BpeMeH. PealkHoCTh
HACTOSIIErO OTIHYASTCH, ¢ OJHOH CTOPOHLL, OT PEANLHOCTH, CTAB-
et uaeanbHoH, OT MPOIlINore, |, ¢ OPYroH, — 0T YHCTOH HIEeaNh-
HocTH, 0T OyIoyiero. Bpems, ofpasyiomeecs B pesyibrate paGo-
TH BOOOpaxeHHA, ONHOHANPABAEHHO: OHO YCTPEMIIIETCA OT TO-
ro, uro Ohlo peanbHOCTHIC W ABISETCA €10, K TOMY, UTO €r'0
KOHCTHTYHPYET, K ¢aMmomMy cebe, K 9HCTOH MIealbHOCTH, K
Gy ymemy.

Ecau He-$aHTaCTHYECKAs THTEPATYPA PHCYET KapTHHY TTOCTYHA-
TeJIEHO (U3 ITPOIIoro B Oy ryniee) U3MEHSIONIET0CcS MEDA, TO XY-
moxecTBeHHas (aHTacTHKa H3o0pakaeT peBepc BPEeMeHH, ero
o6parHbll Xod... B danTacTHHecKOM HCTOPUMECKAs HIMeHse-
MOCTE MHpPa CTAHOBHTCS o6paTnMon.

BTopas BOSMOXHOCTb, KOTOpoH 06IafaeT dauTacTHIECKan JIHTe-
patypa B ee Gophle c MCTOPHYHOCTEIO, JAKIIOYACTCA B TOM, UTO
oHa nao0paxaeT MHYIO, 9eM HAHHYIO HaM, HCTOPHIO, peNlATHBH-
PYET HCTOPHIO HALIEro MHUpa.

CxasaHHOe He BbI3BIBAET COMHEHMS B IIOMOTBOPHOCTH U KOPPEKTHOCTH
MOIX0Ha, PA3BOPATHBAIOIIEr'C BechMa TISPCIICKTUBHBIE Moaen# danTacTHue-
ckoro. BMecTe ¢ TeM M3 IIPHBENCHHON IHTATHI BHIOHO, YTO KaTeropuu
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BPEMEHH H BOOOPAKASMOTO PAcCMATPHBAIOTCA ¢ (OPMATLHO-FOTHIECKHX
mo3vmmit.! B 3TOM IUIaHe OHM NPeCTal0T KaK YHUEEPCANAH, NPH3BaHHEE
0GneryuTs MBICITHTELHEE Iponecc. ONHAKO YCIOBHOCTh TAKOTO IOHIMA-
HHA YKa3aHHKX KATeTopHil M, B YaCTHOCTH, KaTerOpHH BpeMerd Oura oc-
MEICHeHa PYCCKIME ITUCATeNAMI yXe K cepemune XIX Beka, Tax, Hanpumep,
sHaToK nmuTeparyproli ¢anracTake A K. TonceTo# ormewa:

5 HOHHMMAaIO, YTO BpPeMsl eCTh UG JIOXKHAA W1 HeJ0CTaATOUHAS
upes, IPOUCXOIAINAs OT OT PAHMYCHHOCTH HAINEr'0 YMa, KOTOPHI
HE MOJXeT TMOHATE NpeIMeTH HHaYe, KaK B OTHeNLHOCTH, H'KOTO-
PBIH He MOXXET CO3HETh HX B OIHOH NenbHocTH. 2

Hporupopevre MEXY YCIOBHHIM B KOHKPETHBIM MOXKeT OBITh CHATO,
€CITH TEPeNBHAYTRCA ¢ (POPMANBHO-TOTHIECKOT0 Ha COTSPIKATENEHEIR ypo-
BEHb aHAalA3a H HAIOITHHTE BHINSHAIBAHHALEC KATCIOPHH CONEPIKAHBEM.

JleHCTRHTENBHO, MOCKONEKY Peds HIST 0 BOOOPAKASMOM (a THTePaTYPA |

| €CTh DIION BOOOPAXKEHH ), IOCTONLKY OHO BCETNA GYIET HArPYXKEHO KaKHM-
TO cMBICTIOM, §€3 Hero oHo HepoaMoxxHo. Ho ecnr "moobpaskaemoe ncropr-
FHpPYET peall-HOCTR", "cosnaeT muddepeHgalyio BpeMer”, 0HO ¢ HeH26ex-
HOCTEIO GYHET HalelIATE PEallbHOS U HIealbHoe CMEICHoM. HBIME CIIOBAMH,
CMBICIIOM HANEILIIOTCA H IPOIINoe, H HACTOAINSE, H Oy IyIiee.

Yo Kacaercs NpONUIOro M HACTOHINETO, TO BOSMOXKHOCTh HX CMEBICIIOBO-
TO HANOJIHEHHs IpencTasisercsa ogesundoll. Clloxnaee ¢ GymymuM BpeMe-
Hem. B nepsom ripubmizkenuy H.I1. CMupPHOB cBsdan Oymyniee caMo ¢ co-
Goii, ¢ 9ucTol MAEaNbHOCTHIO. B TakoM ciiyyuac GyIyTilee OKA3KIBASTCS HETIPO-
HUDAEMBIM, TaifHO#, "HEPHEIM AIIMKOM", CMBICI KOTOPOTO HETOCTYIEH
HHKOT'[4 H HEKOMY, #60 eroe tam HeT. C GopMAIBHO-NOrAYecKoil TOUKMA 3pe-
HUSA TaK ¥ GOJKHO GBITS, TIOTOMY 9TO KaTeropis Gyymiero BPpEMEHY, HAIIOI-
HACTCA CM]:ICJiOM TONBKO IO MEPE HCITONLIOBAHHA B Pa3IHIHEIX JMHCKYpCax.

Kakor cmbicTt Gyayuero? Byayiiee o paBHO, H HepaBHO HacTOATIEMY, Ha-
crienyeT ¥ HacTOSIIErO OfHM YepPTH ¥ oTpuuaeT Apyrae. Kak moreHnnans-
H4s BO3MOMKHOCTD, Oynoyinee ofnamaet norukod. CMuICK OYOyIIEre — B Io-
rugeckoi (TBOPUECKON) IPONBHHYTOCTH HACTOAIIETO, ¥ NHTEPATYPHOro
IHCKYpCd, ¥ $PaHTACTHKH eCTh TONIEKO OJIHA BOIMOXKHOCTH OCBOCHHES GYIy-
HIEr0 — ¢ IGMOIHBIO CMEKHBIX THCKYPCOB (PelHI BOSHOr0, HayYHoro, dpumo-
cotpekoroe H 1p.). braromaps HX HCIONBIOBAHUIO XYIOXKECTREHHHIH TEKCT
moyuaeT crenidNuecKyio (peAr HOIHY0, HAYIHYIO H T.I.) OKpacky, Jloru-
Ka KOHCTPYHpYyeT OyIyilee, TOrJa KaK HCTOPHIECKOE CTPEMATCH MHOIdTh Gy-
Ayiree ANETCPHATHBHEIX CMBICIIOB, OCTABHTD OfUH, CHENATh ero TIPHHAILISN-
HOCTBE) HACTOSAIIETO, PEANN30Bars Gy IyIlee, TeM CaMbIM ITHIITHTE TalfHy Okl-
T H OerTde — TaltHel. C olpeleNleHHOH NONeH YBEPEHHOCTH MOXKHO CKa-
3arh, yro Gydylnee — Metadopa HacTosmero, Tora, Kak 68l NAapagoKCabHO
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STO HH 3By4Yajno, HayuHas (aHTacTHKa, ofpameHHas B Gynyilee, ecth HO-
BTOpEHHE HEPEATN30BaHHOr0 By aAyIero.

Io ceoumM KauecTBaM OMuzke Beero K OyayeMy HaxoOHTCS MPOLIOE.
Kak u 6ynyinee, 0HO HIeanbHO, CMBICH €r0 criocobeH BapbHpOBATECA B TIpe-
JETIaX, oUepUeHHLIX HacToanuM. [Ipolunoe — 3Te To, 9TO NOPOIHUIIO HACTOSN-
Oiee, COBPEMEHHOCTh, B ITPOINIIoM €CTh COBPEMEHHOCTb, HO €CTh H HEUTO,
Yero B COBpPEMeHHOCTH y:ke HerT. [Io3roMy mpoInioe W TOXKISCTBEHHO, H
HETOXKIECTRCHHO HacToAmeMy. HasepHoe, HeclydaliHo, YTO BCE 2KAHDH, TIO-
BECTBYIOIIME O COOMTHAX NIPOIINOTO, MOBOPAT O HACTOANIEM, O COBpPEMEH-
HOCTH.

Ecma npemmoe ¥ Sygyliee COOTHOCHME! IPYF ¢ OPYroM Kak HIealkHEIE,
HArpy>KeHHbBIE CMEICTIOM CYOCTaHITHH, TO HACTOSINEE NEPEXKUBAETCS CYOBEK -
TOM H KaK HIcalbHOe, H KaK pealbHoe, B CHITY cBOSH COOTHECEHHOCTH C HIe-
ANLHLIM H 00 BeKTHBHOH NeHCTBUTENEHOCTREY HACTOAINEE CEMHOTHYHO, o6Ia-
Jaer 3HaKoBo# mpuponoil. He spapasces B ceMuoTHYecKHIT paabop KynsTyp-
HEIX 3I10X, OTMETHM TOJIBKO, YTO B €BpOIIEHCKUX JIMTEPATYpax M, B 4acTHO-
CTH, IHTEPATYPe PYCCKOH CIIOXKHIIACk CUTYaLH s, KOI'Ia HETOXK IECTBEHHBIMH
cefSe B mpyr Ipyry oKadaJHCh He TOJILKO IIPOILIce | Gynyliiee, HO M HACTOS-
mee.* OcMBICTICHHE HaCTOALIErO KAK TPOAYKTA HPOIINIOTO, TIOTEHIWHPYIO-
niero 6yayiee, mpousonuic B KoHNe XVIII — neproii nonosune XIX peka.
370 GhiJTa 510X POMAHTHIMA. '

KapraHa MHpa, KOTODYIO H306paskal pOMaHTHEM, GBIl HCTOPHU3IWPOBAH -
HOH, 4To He Pa3 oTMeyanoch Heenenosatensmu. HeToxknecTeenHas cebe pe-
ANLHOCTh, BKIIOUEHHAS BO BPeMEHHOH psam, npeictaBianana coboli caMmoe
pazHoodpasHoe CMENIEHHe BPEMENHLIX IIaCTOB; CMBICH coGRITUS "pacTBO-
pancs", Tepscs KAK BO BPEMEHH, TAK H B LIETH OPHYKUH U cregeTeuit, HeTo-
PH3M aHHYIHPOBAI (HEHOMEHONOIHIO NMpenMeTa. MeHOMEHOM OKashiBANKCh
HE OTHEJIPHC BIATHIE PEAllHH, HO caMa HCTOPHS, TIpollece, HMEKIIHE Havamo
M KOHell, reHeTHYeCKas pupoxa cymero. Jlaxke MAG OKaskBalCs HOIBEP-
JKEH HCTOPHUYECKHM H3MeHeRusim. Tounee ckasaTh, nepedpasnpys cnosa
H.I1. CumupHORa, B 310Xy poManThHdMa Mudr SBIAICH B HCTOPHH KAk BCe
HCTOPUH, YTO TIPERTONATANIQ M COOTBETCTBYIOLIME €0 MHTEPHPETALIHH.
CitisiHMe HCTOPUYECKOro H MEPHUECKOT0 0Ka3aJI0Ch BO3MOXKHSIM OIarona-
ps pa3pylIeHHI0 MPAHKI] MEXKRY PEANbHLIM H CBEPX BECTCCTRCHHEIM, PAIHO-
HalbHbIM H HPPALMOHANLHLIM, [TosToMy QaKTHl IefCTBHTEIBLHOCTH CTAIH
OO BACHATLCH KAK Peall-HEIME, Tak M (aHTACTHIeCKHMHA TTPHUHHAMH. {(I0
CHX)

B paMrax oIHOIC TEKCTa apXaNY¥ecKhe CMBICIEI Y3Ke He NPEeACTABIAIMA CO-
Goit oxHOpOIHOr0 00pa3loRaHHA, 0JHA MU OIOrHUecCKas IPOrpaMMa Morita
BRauMoneiicTROBaTE ¢ Ipyroff. IIpuMepomM MOKeT MOCHYIKUTh TORECTL A.
Ilymkuua — B, Turosa "YenuHeHHMH ToMHK Ha BacuaneBckom", rue
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PENHKTH apXaudecKHX CMEICNIOB MPeCcTaBRIAIOT cofolf mMHOrOCcIOHHYO
CTPYKTYpY. OHa BKIIOUaeT B celsl CITABAHCKYIO ApXAHKY, OCKONKH aHTHTHLIX
Mu OB, CMETIAHHBIX ¢ Oubnelickoi cemanTukoit.S Jipyrok mpuMep — "Ckaa-
K& 0 TOM, KaK nmoccopunuch Kuesckasn sensMa ¢ Slrowo bHaboio” HeMaBecTHOrO
ABTOPA, KOTOPBI IONBITANCA HCTOPU3HPOBATE PA3IHYHEIE APXaH TeCKIE TPO-
T'PaMMBI, K TOMY 3¢ TPHHARICKAIIHE K PAsHEIM KyBTYPHEIM IAPATHIMaM.
B GonsIIMHCTBE (aHTACTHYECKAX TIPOMIBENEHMIT APXETHUITH TAK HIH HHAYES
(OPMHpOBANY ABE TEMEL POXICHHS M CMEPTH, B IlepBoM ciryuae pazpaGaTel-
BaJlHCh MOTHBEL OTPAKAIONIHE MONBITKH NSPEPOTHTRCS HIH PONUTLCA JAHO-
BO, IIOOLITKH BHOBB 3aIIYCTHTh MCTOPHIO HAPOIA, HALlAH, YenoBeTecTEa. Bo
BTOPOM CITy4de BAPHHPOBATHCH MOTHBE BOSBPAMICHHA K MCTOKAM, KoHIeHT-
palysi 9THX aCTIGKTOB B (PAHTACTHKE HE CIyYAfHA: OHU CHY KM Maride~
CKOMY BOCIIPOR3BEICHHIO I[POTIECCOB POXKISHHS K cMepTH. OIHAKO peBepc
BPEMEHM, OCYTUECTRIISIEMBIH (HaHTACTHUSCKOH IUTEPATYPOM, ¢ TIOCTOAHHBIM
YIOPCTBOM HATIPABIIAN POMAHTHYECKYIO MCTOPHIO ECITATH, Hasan. Bropoe
POKI(EHHE CTAHOBIIIOCH HGBOSMOIKHEIM — OTCIONA B POMaHTHYScKOM danATac-
THKE MOTHBEL HECOCTOABMICHCA KN 3HA H HEOCYHICCTBHMOCTH AV TCPHATHE-
HOH AcTopHY. CMePTh XKe of0pauMBaNach XH3HEI0, HO — MEpPTBENA.

VYrasanHuipe MOTHBB MOCIH CYIIECTBOBAThL IICPOIHE, OGRHHHHTBCJI,
"ckneuBaTheA", TO €cTb peTpatcdopMupoBarhea. Tax, Hampumep, Pemop
Bmickaska H3 rropecTH O. Comora "KueBcKHe BeIbMbl" He CMOT IIEpepo-
IHTECA, Kak ero xkeHa. B "Tlepctre” E. bapaTeiHcKOro He ¢MOTIa passep-
HYTECS ¥ allETEPHATHBHAA MCTOPHSA, OHA OKA3alachk Beero-Hapeero Gpemom
Geaymma. HampoTus, B "Vnrpe” A.K. ToncToro Msl BUIEM IPHACYTCTBYIO-
IOWX Ha CBETCKOM Gary BaMrupos. Bee oHU MepTBentst, Ho WX OBITHE, HX HC-
TOPHA UPAMO H CaMbIM TECHEIM 08pa30oM CBA3AHE C 2KH3HEIO JI0IeH, HX GHo-
rpatprsivy. PVHAT TI0BECTH, B KOTOpo# mormbaioT 11 denoBek, knager mpe-
Ilen BO3NCHCTBHI ANCKOro MApA Ha MHP TIOHEH, HO He OTMBHACT PEAIbHOCTR
TpOHCHIeNITero. ANETEPHATUBHASA HCTOPHA, 06padyiomas GaHTacTHISCKHH
CIOKET, OPraHHYHO BIIACANTACE B HCTOPHIO OOLIYHYI), BRICTYIIHIIA KAK €€ CO-
CTABHASA YaCTh, NpeIoNpelellHB MHOTHE COOLITHSA peallbHOT'C MEpa. PanTac-
THYECKOE HCTOPHBHPOBANIOCE, _

Ecmi apxan4eckie CMBICIE] POMAHTHYESCKON (PARTACTHKY CBEPTLIBANM UC-
TOPHIO K BOCIIPOUIBEICHHI0 €6 HAYANBHEIX! 1 KOHSIHHX® GopM, TO KynbTyp-
HO-FICTOPHIECKOoEe H cOOCTBEHHO PAHTACTHHECKOS, KOTOphle "HancTparba-
JMCE" Hall ApXAUKOH, HAIIPOTHR, PA3BEPTHIBATA H aGCOMKTHIHNOBAIA IPO-
neccyansHOCTh, MeTopudeckoe ofeclieURBaNo THHEHHYIO I[TOCIENOBATEID-
HOCTE CODRITHH MEKIY OBYMA TOUKAMH, HAYANIOM H KOHIIOM, TOT 1A KaK (aH-
TacTHYECKOE [TOKAIEIBAIIO O0PATHMOCTE HCTOPHYECKOro. OImIosHipa XaIHY
CMEPTE Tep:ATIa B POMAHTHIME CBOH IOCTapXamIecKHi CMBICIT, MHG 00T HAH -
posanack. MoxkeT 6piTh, He cIy9alitio MHOTHe POMAaHTHKH, a B PoccwH 310
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B. Opoescknii ¢ ero "PyccKiMH HouaMB", TIBITANHCE COJIATL HEKOE CHHTE-
THUecKoe 11enoe,? 06beINHUTL HECKYCCTRA, ECTECTBEHHEE H I'YMAHHTapHbIE
Hayku, 7afbl 3aMKHYTL HEEI0 TIPOLIECCYaNbHOCTH Ha cebe, BHOBb COTBOPUTH
PATYA, MArHIo, MG, MIe yoKe He 6bio Obl HH Hadalla, HY KOHIA, HY KH3-
HH, HH CMEpPTH.

danTacTHUECKH HCTOPUBHPORAHHKIA MHP HIH MED B HCTOPH3MPOBaHHOH
taHTacTHKE HOXBEPralica HeRCPOATHHIM aedopMalvaM. Tak, HapEMep, ero
HCTOPHS MOTTIa MBICHHTLCS 6e3 Hagana B KOHIA, IPENCTABIAs coboi Hexui
OTPHIBOK, 0 OPMIEHHEIH B pyKOIIHCE ('Y 9eHoe NyTelllecTBHe Ha MemBexit
ocrper” O. Cenkonckoro). C apyroli cTOPOHE, HAYANO H KOHELl HCTOPHH
(6uorpaduu) MOrIIH MAKCHMATLHO cOIHKaTheA APYT ¢ ApyroM. Cp. MOTHBBI
3aKMaHA% HIH Nopun pebenka ("Beqep Hakanyde Hpana Kynanw'). Wnas
PasHOBHIHOCTE — NPHOOPETEHNE CTAPHKOM HIIH CTApyXo¥ BeTHOH MOIOIO-
¢TH (BeasMa-rlaHHouka B "Bue" H. T'orons), npuobpereHue xeHIIHHON Bed-
HO# kpacoTel (oGNalaTeNbHULEl YyIeCHOrO 3NMHKCHpa B "Hpuyke coGake-
nyxopuaue” H. Myposoii). B cRoux TROpYECKHX MCKAHHAX TIHCATEIIH HacTo
00 beMMHSUTHA TIPOIIIOE M HACTOALLSS: POMAHTHYCCKas haHTacTHKA GyKBaib-
HO HaBOIHHIACE OXKHBINMMH MepTBelaMu. M HaoSopoT — repolf W3 pealb-
HOr0o Mapa MoI' 6e3 Tperpajl IPOHHUKATL B IIAPCTBC MEPTBHX. B cBolo oue-
pEb, 9T AKTYAHBHPOBATI0 MOTHBL], MPHCYTCTRYIOIIHE B CKA30YHON H amo-
kputhuueckoll THTEpaTypax (pacckazpl-ckasku "Konpyx Arpurnma”, "Ilyrati-
KO — #OpTOE Gpar”).

O(beHHEHHE HACTOSIIEro ¥ GYNYINero BpeMeH TIOPOIMI0 B XYIOMKe-
CTBEHHHIX TEKCTAX ICXATONOrHIecKyto TemaTuky.!d B wactHocTu, oxa mpo-
ABWAACH B CTHXOTROPEHHY HEeH2BeCTROrO apTopa "KoHen BpeMeny”, NOBeCTH
A, Ilnuxtepa "Tlocnenuuit nens IToMoen” ¥ gpyrux nponsecacHunx. JIoGa-
BHM, 9T0 xoHer X VIII 1 Havano XIX Bera pyccKasd KyJNbTYpa OCMBICIIANA KaK
armoxy anckamuncuca. OrevectBeHHad pofiHa 1812 ropa ¢ sofickamu Haro-
JleoHa BOCIPHHUMMAaNach KaK Gopeba ¢ AntHxpucroM. Hapumep, Hepxasun
BHEIBOJMI M3 MMeHH HarosieoHa pokoBoe Mo — 666. 3TH yMOIpeHHs 0ol -
[OEPXKUBANNCE AOBOJILHO MOIIHBIM ITOTOKOM Pa3HOOGpasHON MUCTHYECKON
NHTepaTYPH, NOTOBHBIIEH 4€I0BEKA K OTHILEHHID Nepel CTpariHeM CYIoM.
Peun uner o coumnenvnx Beme, Bxkapreraysena, Dioitona, Tio-Tya # mp.11
Kpome Toro, MHCTHKHM TIpeAjarand MHPOKHH CHEKTp AEMOHONOI HEeCKHX
MoTHBOB. B kHHre "Paccy>XneHHS of HCTIEHHH K COXOKCHHH BCeX Beruen”
MOKHO TipodecTb, uTo B Ckuduu 1 asuaTckoil TaTapul "MeHIHHB HMe-
1OT... 3CHHILY B Iri1a3ax CBOHX, H KOI'la OHH paccepuATCs, TO OIHHM B30OPOM,
KaK TOROPAT, YOUBAOT Myxuun".? ¥V Peruens yHuBepcanbHoe MOHATHE
"TEMBI" XapaKTepH3yeTca BO BIaMMOMNPOHHKAIOUINX KaTeropHAX (usHue-
CKHX M 3THHEeCKHX cBolicTs: "Toma ecTh ApocTHBIHA, Bee YOMBRIOITHH, BCe
MOBPEXAIOIIHA MPavHLIH OroHb, HCIONHEHHEIH BsXKYILEH KHCIOTH,
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OCTPOTH M Tocku".!3 HakoHeIl, MONyurIM X0XKIeHHs npopodecTsa KoHra-
IITrineEra 0 CKOPOM KOHIIE CBETA, XOTOPHIH TOJRKeH GBUI TPOH3OMTH B
1836 rony. :

IpoTHBOMONOKHEI 3CXATONOTHYSCKHH KpyT MOTHBOR MOXKHG Habmo-
HATH B POMAHTHYECKHX yTomuax.!4 Kak IpaBuio, 3To YTOHH BPEMEHH, TIE
ANeanbHOS 06IIEeCTBO MoMemiaeTes Mo B IponmoM (prHcKas JereHa B
Canamarrape B. Onoesckoro), mubo r Gynyiem {(Pyromucs Mapreiga 3anexa
A. BenwrMana). [ocnemHuil THII YTOIIHK BKIOYaeT B ce0d JBe pasHOBHI-
HOCTH. IIepBas — PeNHIMOSHAS YTONHS, I'5e PASBUBAIOTCS MACH WAPCTBA
Boxeero Ha 3emne. JIIOGONETHO, YTO IIONLITKA PealsHO NPOABHUHYTLCS B
3TOM HAIpaBIc¢HHH Obna mpenmpussta H, Toronem o Il Tome "Mepraex
pym" 1 B "BuIGpaHHBIX MECTAX U3 MEPElTicKy ¢ Bpysbsmu".13 Bropas pasko-
BHIHOCTb YTOLMH Oy yIIero — pasHOBHIHOCTE HAYTHO-TEXHUIECKOM dan-
TACTHKH, KOTOPAs B PYCCKOH THTEparype MpelcTaBnera mosecTsive B. Omo-
epckoro, A. BeasrMaHa B Apyrux IACaTeNnet,

HaxoHeIl, CyUIeCTBYET eme rpyIia TEKCTOB, KOTOpPhi€ MOMXHO OTHECTH K
thaHTACTHIECKOH JIHTepaType YCIOBHO, XOTS 3TH TEKCTH He UMEIOT HU HCTO-
PHYECKOr'0, HH (JaHTACTHYECKOr'O ¥, [0 BCeH BHIAMOCTH, TIPOTHBOCTOAT MHE-
¢dureckomy. 3o JuTepatypa aGeypaa. Ho MOCKOMEKY POMAHTH3IM COCPeo-
TOYMII CBO¢ BHMMAHHE HA MeHe3Hce, a alCypIHOCTh TAKOBBIM He o0lamaer,
TIOCTONBKY IOSTHKA afCypHa ¥ pOMAHTHKOB NPENCTAB/IEHA B Py LEPOBAH-~
HEX dopmax. [Ipexie Bcero clenyeT cKasaTh 0 TeMe Ge3yMEs, KOTOpyo
3a4BAAI0T PAHTACTHYSCKHE TIPOM3BeNeHH . Kak IpaBuio, oHa odopMisieTcs
B $uHAMe HponsreneHu. JTo "KoHnept Gecos” M. 3arockmHa, "[lukosas
gama” A. Tlymikuta U op. IpOA3BeACHHSA, NAC B CHIY HEBCPOATHRIX COOBITHEH
Fepol MHINaeTCH paiyMa. ClIeIyrIMH mar, npeapaHATEE PYCCKUM po-
MaHTHAIMOM B 5TOM HATIPaBICHME, — HOMBITKA H300PaanThb repost, KOTOPHH
He obJIaman cCoSHAHHEM HIH TepsAl er'o H KOTOPHIH MEITancs 66 IHHIMTE OK-
PYKAOIYI0 TeHCTBRTENLHOCTE CMbICHa. DToT 1ar 6511 cxenad H. oronem
B "3Bamuckax cymacmenmero”. B mopecTH napainesHO pacrany CosHaHmA
MpoTeKaeT H pacman casaeil peaneHoro mMupa. Cp. HapylIeHWA TaTHPOBKH
NHeBHUKOBEIX 3anrcedt: "Okrsabpsa 3", "HexaOpa 8", "Tox 2000 ampenst 43
gucya”, "MaproGpst 86 uucna. Mexny mrem u Houslo", "HukoToporo gncna.
Heds 6pin Oe3 uucna”, "Uu34,cmo Mu rnac, aredasd 349", Cxomnmlit ipHH-
M1 NCBECTROBaHUA nipakTukosan Ilapms Homse, TeKCTE KOTOPOTG TIedaTa-
IMCh BHUA TOJOBOM, KPUBO, ¢ AmymumMu Gykbame. 19 Crporo rosops, mpe-
IOen aGcypra — JIMIIeHHe TeKeTa Kakoro 66l To Hu OBINO 3HAYSHHS. TakuM
TSKCTOM MOT OBl CTaTh, HAIPAMEp, YHCTHIH JTHCT OyMari, HO B pYCCXOH po-
MaHTHUYCCKOH ITHTepaType TAKHE TEKCTH IOKa He ofHapyKeHbl. OIBITH B
3TOM HaIIpABIICHHWH BeJIMCh B BenmukoOpuTaHuy. Tak, IomoOHLN NpHEM -
nons30Ban B The Life and Opinions of Tristram Shandy Gentleman Jlopenc
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CrepH, HO y Hero nocne cios *Bexubit Hopyk” Ha Bech paaBOPOT KHATH OT-
KPHIBAJIHCH 1Ba 9epHBIX npsMoyronsHuka,!? Kaxk 6s1 1o HH GbuI0, pomaH-
THOM BILTOTHYI0 TONOMEN K paspaboTke mpofneMet abCypra ¥ MoJouen co
CTOPOHBI KOMHYecKoro. '8 '

Ho BepHeMca K poMaHTHYECK O TIpose. Bclii roropUTE 0 Tepoe dadracTa-
YecKOH JIHTEPATyPhl, TO OH MCIILITHIBAI BCE MBICITAMEIE (hOPMEI OTIY A ICSH .
T'epoli oTayXKIaics OT ponuTeneH, oT ceMeR (pona), kak Maprona m3 "Sp-
gyka..." H. JJypopofi, oT posmwbnennoll unu poamobnenaoro (n'l0pde u
rpaduns me I'pamMon n3 "CeMsl sypranaka" u "Berpeusn uepes Tpucra met”
A K. Toncroro), ot poruss (Axko ua "CanaManapu" B. Omoesckoro); ot
(l]PIEIH‘IGCKOI"D CYINEeCTBOBAHHA (MOTHBI:I JKHIHH NMOCHe CMEPTH: TAKOB ITO3T
a3 gosemnsl O, CeHronexore "[IpespaitieHne rONOB B KHHTH, & KHAT — B [O-
JNOBB"); OT AYXCRHOMN <H2HH (BCEBOIMOXKHEIE NAKTH ¢ IsABonoM: "Tlan Ko-
neTHHCKHHA, Hau Hosoilt Menemoc” B. OnuHA); oTay:KIANCS OT cMepTu {(Cp.
TeMy Aracdepa, IHpe — OONTONETHA, SPKO TIPSACTARNEHHYIO B (aHTACTH-
geckoli mpode ~ "Crpamuas mects” H. Toroms) u T.4. HomoGHble repon
BCErjga HaXONMIHCE Ha I'PAHHUIIE PEANILHOTO H tiJﬂHTaCTHT-ICCKOI"O MHPOB, Ha
IPaNHIE BPEMEH: IIPOIINIOTO M HACTOAIE!0, HACTOSINEro ¥ OYAYINEro, XKus-
HA H cMepTH. YacTo B OPOH3RCICHHAX BCTPESAIINCSH AP FepOeB, re OTHH
TIPHHAMIEXKA PealbHOMY, Apyroli — HHdepHanbHOMY MHpamM: ITasen u Bap-
tonomett u3 "YenHHeHHOT0 NoMuKa Ha BacunbeBckoM" A, ITymkuua — B.
TwrTopa, KunpusaHe | gokrop Ceremens ua "Amnposuzatopa” B. Omoes-
ckoro. TRopHMad aBTOpoM JCHCTBHTENEHOCTE Oblna HATIONOBMHY pealibHas,
HATIONMOBHHY (PaHTACTHYHASN, IPH3PATHAS, B CHIIY Yero ABIATACH HEIONTO-
BOYHOH H MOJJIEKANA PaspyNIEHNI0, UTOGL! GEITL BHOER CO3NAHHON B OpyroM
MECTe, B JIPYTOM BpPeMeHH, B jIpyroi dopme. Tak, repou nosectd M. Baroc-
kuHa "HogHoH moesf” cleliIaT IpHOIHKAIMIMEACS [yM TereHIAPHOTO CBa-
neGHoro noesna. OHE GeTryT M3 KOMHATH, HO LIYM BIpPYT cTHXaeT, TeM He
MeHee, B MOMeHT "mogsneHus” craneGHOro [oe3ja oEHH YeJIOBeK TMGHeT
(HemecTa 3apyuxoro). IIpu 3ToM Ao KoHIA HEACHO, OLII JIH IIOSI I, HIH Bee
3TO 110N, BOBﬁY)KJIeHHOl"O CO3HAHHI.

O6pedeHHLI Ha 0e3yTelIHoe CYINEeCTROBaHME, I'epoll dhaHTACTHYECKOH
JHTEPATYPH TEPSI MPEKHIOI M MpHoGpeTan HOBYIO HIeHTH¢hukanuio, B
3TOM rUiaHe Hanbonee XapaKTepHas It Pycckoll (aHTACTHKH TEMa — TEMa
OTIIAfa OT YEJIOBEYECKOro, AYXOBHOTO M NpHOBIIeHNE K HHpEPHANLHOMY.
Otcrona pa3noofpasHeie MOTHEDI TIPOJAXH NYIIH AbSBONY, IEMOHAM, TIPH-
ofIneHEs K KOonmoeckuM uapaM ("Kuerckue peasmit” O. Comona). B Tom
CIy4uae, €CIM B Ka4eCTRe OIHOIO M3 [epoeB BHICTYIIAN HE YEIOBEK, a, CKa-
2KEM, IbABON, TO OH TaKXKe Tepsn pian ceomx KadecTs. bec Bapdomomeii
{"YenuueHHblH TOMHK Ha BacHlibeBekoM") B 9eI0BEUECKOM O0THKE JKUBET B
TletepGypre, nbiTacTCA COBIAZRATD, TO €CTh BeueT ceb Kak denorek. To xe
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camoe - y samrupos A K. Tomcroro, pasTyJMBAKITOUX B YENIOBEYECKOM MH-
pe. JlbsiBON, NeMOH, BepbMa B POMAHTHYCCKOH (PAHTACTHKE MOTJIH BHICTY-
TIaTh KaK CTPAjaonMe GpUrypsl, BHSHEATh XKaIOCTh, COUYBCTBHE. TakoBRH
Karpycs ua "Knesckux sepem”, 3nenka us "CeMbl Bypaanaka" u ap, Omma-
KO POMaHTHZM 3a0aBall He TONEKO TEMY CTPajalollero NbApoma (JIEMOHa), HO
H TeMy 3noro Teopra. Tak, B 6annane B. Kyxkorckoro "JlionMmuna” reponHn

"~ pOIIEET Ha Bora, 3a 4To co CTOPOHBI MOCTCHAHETO CIIENYeT HEAXEKBATHOE 10
CHIe HaKajaHue, BIeKyllee morudens JNOAMENEL. AHANOTUYHHHE MOTHB
TIpHCYTCTBYET B Hopelre M. 3arocknHa "HexpasHele TocTH", TOe repoif,
YCOMHHBIIHCE B cnoBax Hcafiu, GBI BEIHYKIEH BCIO HOUb ILIACATE €
9epTAMH M e1Ba ocTaics XuB. Ho B yTy HOUL YMEP ero chyra.

¥ nocnentiee o repoe pycexodt $aHTACTHYSCKOH TIPORE STIOXM POMAHTH3-
ma. B ToM ciyuae, eclii OH TepAI OPHEHTAITHIO BO BPEMECHH, NPEKpPALIIAN
HASHTHUIHPOBATE ce6s ¢ HACTOAIINM, TO OH NPHHAMICIKAN TIPONLIOMY
HIH GyByImeMy, TO eCTh MUpaM HeansHbiM. Tepolt "opelecTBaan” nHOGH -
THe. B ToM ciydae, ecny IIPOHUKHOBREHHS B "MEDE! HHEIE" OKA3BIBATIOCH TIPo-
GlIeMaTHYHBIM, GRITHE reposi JIAMIATOCH KadecTBa OBITHHHOCTH, TEPANC CBOK
€CTECTBEHHBIH CMBICIT, HAT'PYIKANCCH BHEOBITHIHBIM, HISAIIBHEIM,

3TH mee $OPMEL WA POMAHTHIMA OKA3ATHCE HAUGONSE NINONOTROPHEL, HO
He OBUIA eAXHCTBEHHBEIMH. [T0CKONBKY peyn 3alllla 0 COOTHOLISHUM GHITHE -
HOTO H HHOOBITHHHOO WM, MIEPEBEN 3TO Ha IIPHBEIYHLIA A3LIK, "pealkHo-
ro" (MCTOpUYecKOTo) H "(aHTacTHISCKOro", MOCTOILKY CHENYET PACCMOT-
peTb opMEl HX BIAMMONIEHCTRIA B pacTipenelieHue 3TuX $opM B danracTu-
geckol murepaType nepealx gecarmnerdil XIX nexa,

Jlorudeckre onepannAy, KOTOPHIE BO3MOXKHM B TEKCTE MEXKIY "peallh-
HEM" H "¢daHTacTHEeCKHAM", BKIIOUAIT B ce0d 9eTRIpe THNA OTHOMICHUIA:
MYCTOE lEpPECEUeHHE, epecedeHre, TOXKIECTRO H BRIKHeHHe. 19

IlycToe mepecedenye "peanbHOTO" M "PaHTACTAYECKOr 0" B TEKCTE JIEXKHT
B OCHOBE TAKHX THNOB (haHTACTHICSCKOH JIMTEPATYPH, KOTOPHE XapakTepHay-
IOTCA PAIHOHAIACTHIECKUMH O0BACHEHUSIMH (AHTACTHYECKOT'O HAYATA,
Iaumnie 0co0eHHOCTH KOHCTPYHpOBaHis (AHTACTHUESCKOIO MAPA XApaKTep-
HBI st GonbuIMHCTHA poMatoB A. Panxmad, rie "¢darTacTdeckoe” okasbt-
BaeTCs BCETO JIHIIEL MUCTHUKAITHEH, HA KOTOPYO HOYT ['ePOH LM OCYHIECT-
BIEHHs cBOUX netieit. Cpelld pyCcKMX IpoH3peNeHIH K STOMY THIY daHTac-
THRH (anee — "pauFOHATHCTHYeCK A" THI aHTACTHKH) NpUMBIKaKOT "OcT-
pos BopuronsM™ B "Creppa-MopeHa” H. KapamanHa. )

Bropoii Tun ¢aHTacTHKH, YCIOBHO 0003HAYEHHE KAK -"00BeKTHBHpO-
BaHHasA" daHTACTHKA H CTPOSINHICA HA OTHOINEHMSX NEPECCUCHHSA "peah-
Horo" # "¢aATacTHYECKOro", XapaKTepeH IUIA TEKCTOB, HMEIOIHX HETKOE
CIOKETHO-KOMIIOZHIIMOHHOE pasfielieHne Ha cephl "peansHoro” u "danTac-
Tiyeckoro”. [IpH 3ToM paHTaCTHHECKOE HAYAIO YETKO H SCHCO BHUABIEGHO H
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TIPUCYTCTBYET B TEKCTe HA PaBHHIX IpaBax ¢ peaibHbiM. HamGomee sipkue
mpuMepsl Noxo6Hol danractukn — "CrpamAas mects”, "Bui" H. Torons,
"Kymoga nocteng” B, OnuHa n T.IL

B ocHoRe TpeThero THIIA (haHTACTHUECKOH JTATEPaTYphl IEKAT OCTHOIEHUA
To:xkaecTBa "peanbroro” U "anrractuaeckoro”. Ilo cyTH, IPOMCXOTHT BIAH-
MOHAIOXKeHHe 3THX "3eMeHToR" Ipyr Ha Apyra. B sTom cnydae uyHTaTeNb
SyneT MOCTOAHHO KONeGaTECA B OIEHKE COCTABIIONINK: "peajisHoe” JTH 5T
cobprTie HiH "(aHTACTHYeCKOE", CIOXKET 3Xe NMpOU3BeNeHHd OYIeT UMETh
KaK MHHEMYM JIBoHHOE NpoyTeHHe. 0. MaHH HOBOMBHO TOYHO OIIPEIEIMIT
3TOT THN PAHTACTHKH — "cyMepeuHass” danTacTHka.20 Hauneii Ten B han-
TACTHYCCKOH JHMTEPATYpe XOPOIIOo TpelcTaBlIeH TOBeCTAMH M. 3arockiHa
"Hexxmanusie rocty”, "Hounoii noezn”, nosectoio A.K, ToacToro "YmepL" u
Ip.
B cyurHocTH, Bce 5TH THNLI OTHOIIGHHHA "peallHOTO" M "thaHTacTHIECKO-
ro" 6sum onpepenenst eme 2Kan-Ilonem u p Hawre ppemsa nosTopeds: IO,
ManHeM. OHake, Kak OBUTC IIOKAZAHO BRIINE, CYIIECTBYCT elle OMHH THI
JNOrH4ecKiX ONepanui (oTIepallid BKIIOUEHUA), KOTCPIH II0YTH HE YIHTH-
BaeTcs B pafoTax 1o daHTacTHKe.2! Onepanusi BKIMOYEHHS PEFIaMEHTHPYET
JB4 THITA OTHOIISHUH "peancHoro” B "daHTacTHYecKoOro”,

Tak, ectdd B "pealibHoe" BKiTIoUaercs "(haHTACTHYECKOE", TO €CTh "Pealib-
Hoe" 0XBaTHIBACT, 00paMiaeT "anracTraeckoe”, TO 3/eCk HATHIO OTHOILIS-
HHA, B KOTOPBIX OJIHC TIOAYMHEH? EPYroMy. B RyI0XKeCTReHHEIX TIPpCHIRENIE-
HHAX, Te HCHONLIYETCSA JAHHBIK THI OTHOIIEHHH, IPHCYTCTBYET YCTAHOBKA
Ha ofbacHeHHe "thanTacTHUecKoro" pealbHEIMH (aKTOPaMH (COH, NereHna),
HO 5Ta YCTaHOBKA He B COCTOSHHY CHATH HPPALHOHANLHOFO DIEMEHTA, XOTS
OHa U cTaBHUT "(haHTACTHYECKOE" B IIONYHHEHHOE TTOTOKEHHE (B PaMKaXx IIpH-
YHHHO-CIEACTBEHNbIX CTHOIIEHHHA pealkHOCTh HETIPOHHIIaeMa s thaHTac-
THdIeckore). Takosw Gammanst B. ZKykoecxoro "Ceetnana”, "Isedagnars
COsInHX Jes", THe peanbHoCcTh: 0GpaMIsier BC haHTACTHKY; TAKOBA TIOBECTh
A. Mapnurckoro "3aMox 3fizeH". YenoBHO JaHHHI THH danTacTHUeCKOH
JHTEPATYPHL MOKHO OHpEIENHUTE Kak "TTOTYHHEHHYIC" GaHTaCTHRY.

B upyroM caydae B "gaHTacTHYecKoe” BKmouaetca "peansHoe”. Io cyTu,
"thaHTacTHYECKOE" ero MOrIOMIAET, OTCIONA CaMa pealkHOCTE GyieT MaHa-
4anLHO (aHTACTHYHA — HMEHHO TAKOBA "pealbHOCTh" CKA3KH (CKA30YHbIA
THIT pAHTACTHKH)2Z, B IpHHLAIIE 3TOT THN (AHTACTHKM XAPaKTEPEH IS JIIO-
Golt ponmeSHON M MUTEPATYPHOH CKA30K C APKO BHIPAXKEHHHIM 3IIEMEHTOM
"qypecHoOTO".

¥:Ke B pAMKAX NPENBAPHTENLHOr0 HabNIONeHHAA 32 Pa3BHTHEM daHTACTH-
geckoil nuTepaTyphl pybexa XVIII u XIX BekoBR MOXKHO OTMETHTE, 4TO Ha
TIepPBOM MECTE B KOJIHYECTBEHHOM H KadeCTBEHHOM OTHOIIEHAH B 3TO Bpems
cTouT "palHoHANHCTHYecKMA" THN daHTacTuxu. B uwacTHocTH, on
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TIpeICTABJICH PASHOBUIHOCTLI0 NAaHHOTO THIA — "OcTporoM BopHTONBM",
"Cueppoii-Mopenoii" H, Kapamanka, "MiuiesneM 0ckopOIeHHOH MeHIIH~
HBHL..." HEM3BECTHOTO aBTOPa. OMHAKO, MO-BHIHMOMY, GODMHpPOBAHHE PyC-
cKol HaHTACTHKH B 3T0 BpeMs G0 HECKONEKO IPHOCTAHOBIEHO MOTITHEIM
OTOKOM MEPEBONHOM (panTacTHYECKOH AHTEpaTYPH. B HeM LeHTpalkHOe
MeCTO 3aHuMal poManst AHRH Pamimd, B KOTOPHX, KaK y3Ke OTMEIan0ch,
UCIONBIOBAIIHCH HMEHHO IPUHITATILL " PAITHOHANIMCTHYECKOH" (PaHTacTAKH.
TMonynsaprocTs Pagknug, a BMecTe ¢ Hell ¥ 3TOr'C poja NMTepaTypsl, Obina
GecnipenenenTHod. JInme K cepenmrEe—KoHIy 1810-X rogos moTok 3roit
JATepaTypsl TIOCTENEHNHO HIET HA YObIIL.

K Havamy 1810-x romor pazeuBaercs danTacTEKa B. XKykosckoro. B oc-
HOBe MHOTHX 0aJUTa] MHCATENA IeXKAT IPHHIANE "MoNIAHeHON" U "cKa-
soyHol" danTacTuky. CHENyeT 3aMETHTh, YTO "MONIMHEHHAA" U "CKA30%-
Has" ¢aaracTHka moMAMe Gamnan B. ZKyrRoBCKOTO ¥ 3a101r0 [0 HX 0SB~
TIEHHS PAIBHBAIACE B PA3NAUHLIX XKAHPAX OTCUECTREHHON (POILKIOPHOH H
nureparypHol (B. Jlepmsn — M. UynkeB) ckasok. 30T Tin aHTACTHKH
¢ YHKITHORHNPYET Ha OPOTAXKEHHN BCET'0 PA3BUTHA POMAETHYECKOH IATepa-
Typer. Tak, MpaAMAN "TOMMAHEHHON" (AHTACTHKH IeKAT B OCHOBE TAKHMX
Pa3HEBIX, Ha [EPBLIA BICIAN, EpoH3BexeHUH, kak "Pacckassl Ha cranmar” B,
OmnuHa, "Cemba sypranaka" u "BeTpeua uepes tpacTa net” AK. Tomcroro.
Kak mpaeuno, haHTACTHKA JAHHOIO THIIA YKPHIBAeTes 3a ¢opMamu CHa, Jie-
TCHJIBL, TO €CTh THCTAHIHPYSTCA BpeMEeHHEIMYE pamxaMe, CaMo JKe MoBecT-
BOBaHHE aCTO NPHHAMAET (OPMEI "pacckasa B pacckase'.

Jpyroil Tam — "o6BeKTHREPOBaHHAA" (PaHTACTHKA — MOXYIaeT MPEHMY-
IIeCTBEHHOE PA3BHTHE BO BTOpOI nonosune 20-x — 30-x rogax XIX sexa (H.
Torons — Q. Cenkoncknii — H. Mensrynos u np.). Ha panaux craguax pop-
MHPOBaHHA POMAHTHUECKOH (paHTacTHKH 3TOT THII He MOJNYYaeT MHPOKOro
pa3BuTHA. OH IIpencTaBlicH [JIABHBIM 06pazoM B IEpPeBONAX ¢ MHOCTPAaH-
Horo: "Batexe" V. Bek<dopaa, B HOBeCTSX H NpelaHusx ae 1a Mott dyke u
T.I

IlapannencHo 3TOMY THITY BO BTOpoi nonopwHe 20-x — 30-X romax HHTeH-
CURHO Pa3BHBRETCA Tak HashiBaeMas "cyMepeuHan" dauracTura — Hanfosee
TIONMYNAPHAA H MPONYKTHBHAS (opMa GaHTACTAYECKOH NHTEPATYPE STIOXKH
poMaHTH3Ma. JIHAITa30H NOMOGHEIX NIPOHIBENEHHYN HOBOILHO IIAPOK — OT
*JTageprosckolt maroBHUOE" A. Iloropenecroro o "Apayka coGaku-Kyxo-
panaa” H. Hyposoti 7 "Vimps" AK. Toncroro,

TaxuM o6paaoM, nporecc ocBOeHH (haHTACTHYECKOT0 MATEpHANA B IIpe-
nenax OPenIpOMANTH3IMA H POMAHTHIMA He TPelCTaBlAI ONHOPOIHOH KapTH-
Hel. B TO XK€ BpeMA 3TOT IIPOLIECC MMEET ¥ CBOIO IONHKY passaTus. [TeppoHa-
JaJIBHC Pa3BYBACTCS TAKOH THI (PAHTACTHYECKOI NMTepaTyphl, KOTOPHIL emie
CBA3AH ¢ OCHOBAMY PAUHOHANNCTHICCKOM MOITHKH KNAacCHIWIMA (COTHYec-
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kue mosectd H. Kapamaura — "MineHune ockopSnennol sxerxe..."). Ho
yxke B. 2KyxoBCKMH H HEKOTOPLIE €T0 HOCNEeNOBATE]IH CHUMAIOT B PANE CITY -
yaeB paloHANHCTHYSCKHE MOTHBHPOBKH (haHTACTHYECKOTO Hadama. Ilpu
9ToM (aHTACTHIECKOE TO YKPHBAETCS 32 OTKPOBEHHO "cKA30UHLIMA" hopMa-
MH, T0 08paMIfgeTcs MOTHEHPOBKaMH "CHA", TO eCTh TaK MIIH HHAade Oro-
BapuBaeTcs. M mums co BTopol monoeuHE 1820-x romop ¢aHTacTHka "BHI-
pbiBaeTCA" Ha BONIO MA-TION BIACTH OTPaHHYEHWH — HMEHHO B 5TO BpPEMs
fypHO Pa3sBHBAIOTCH OCTAIbHEIS THITH (AHTACTHKH, B TO BPEMS KAaK ITPEXK-
Hue $HOopMbl DAHTACTHKY YXONAT Ha HePH(EPHIO IXTEPATYPHOI O IIPOLIECCA,
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Muxarn Poikimin

PYCCKAA PYJIETKA

B Tom, wro ¢unocod gnTaeT MTepaTYpHLIE TeKCT co BpeMeH Huirme, Her
HHMYero yHEATeILHOrO. [IpHHIMNRaneHeANINe KHUT'H COBpeMeHHOH ¢iio-
cotpuu — "Jloruxa cMercna” 2Knna Jenesa, "O rpamMmaronornn” 2Kaxa Jep-
puia - TMOCBAINEHBl YTEHHIO ITHTEPATYPHEIX TEKCTOB B TAKOH CTEIICHH, 9T
¢umocodon crany OGBUHATE B TOM, 4TO OHH BAHUMAKTCS JTIONHYECKHM JTHTE-
paTypoBeleHHEM,

Ho y Hac 3akpenunach cXopee IPOTHBOIONOXKHAA TPAIHIHA: NPaBHIa
dunocodekoro ITEHHS HeITHKOM 3aJaBATHCE THTEPaTYpol (M OTHACTH Teo-
moruell); HcKpy GHI0CcohCTRBOBAHNS TTRITANHCE BEICEYh U3 camopedIexcuu
3HAMEHHWTRIX THcaTeneH, npex e Beero Nocroepckoro u Toncroro,

Tonekoe HeXaBHO MBI HAUaM NPHY9aTh ce0sl BHAETh B IHTEpaType HeaH-
TporoMopthHOe HAMepeHHe, JOXOJUTE IO TOYeK TeKCTYANbHOH HeoOparH-
MOCTH, 33 KOTOPBIMH UIYT OGeccosHaTeNnbHEle, HeoTpedieKCHPOBAHHLIS T1LNAC-
TEI, TEMEL, KOTOPKIE OBLIH B JIMTEpaType, HO He [ Hee (Ha YpoBHE camMoped-
TeKCHY OHH GHIMH “3aMOpalHA0BaHE" BeITHYHEM 33j1a49H, MECCHH, HApPOOA K
T.J1.). Ha MUKPOYPOBHE TEKCT YHEKANIEH W HEHTPAIICH OMHOBPEMEHHO, OH CO-
TIPOTHRISETCA XONH3MY IHTepaTypHOl MeTatdmanky. [THckMo Beeria HHOE
IO OTHOHIEHHIO K caMoMy cebe. Harmpumep, "Mrpok” — e0MHCTBEHHBIH TEKCT,
B KOTOPOM I'epoil — HeOKUIAHHO 1A caMoro JIocToeBCKOro Kak IIHCATENsI-
HIEONOora — OKa3kIBacTCA Ha BocXoldallel nuauu vHausupyanuu (o6 aToM
cM. HIDKe) Onarofaps OHIcCTH K PYIIETKE KaK COLHANBHO-TEXHUYECKOH Ma-
IITMHe; OH OKASHIBAETCA BO BIIACTH HOYTH 4To KadkoBcKoll HHcTaHIIHA Bau-
K&, KOTOPYI0 HEBOIMOKHO "IHANOrH3HPOBATE", TAK KaK INT Hee Hellb3s TIo-
IHICKATH SKBHBAIIGHTA.

Koria s gymalo o TOM, KaK JHTepaTYpHB TeKCT NOJDKeH uuTartsh (uio-
coth, Ha YM TIPHXOIHT aHANorHs ¢ paboToli I'mena I'yiena. Buecrsiuuit KoH-
LepPTHPYIOIHE MAAHUCT, OH OTKA3alcs OT TYPHE M CTAll 3aITHCHIBATL: MYJLIKY
B cTyIud, Ge3 3pHTENEH, MAKCHMANBHO BAPEUPYST PHTM B KAM(AOM OTPHIBKE
(cMeXHBe KYCKH JacTO JallMCHBANCE B PAIHOE BpeMiA)}, CO3aBas TeXHrye-
CKH mpopaboTaHAyo amenogudeckyio GakTypy. Menonnsa, myGiaKKa M BAOX-
HOBEHHE CBA3AHH MEXAY cofoii: nyfmika XXKaKIeT ysHaBaHH4, ero obecre-
YHEAIOT MEIIONHS H BIOXHOBEHHE,
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TlopoGHas ryNBIOBCKAS aMENONHYHOCTD MPHACYIIA OIHOMY W3 OCHOBHEBIX
cTunel cospeMeHHOro UNOCOMCTBORAHH S — NEKOHCTPYKTUEHOMY Y¥TCHHIO.
OuHo neCoTHPYET TaM, I'lie TEKCT He MOXKET y3HATh celsd, Hies BUIHATCH eMy
KaK CIIOXKHOE HarpoMmoxzienue Metadop. Korfa npaMbM CMBICTIOM CTAHO-
puTcs MeTadopa, TTeHue He obecledHBaeT MOJIHOTH NPHCYTCTBIA H Y3HABA-
HHA, Goliee TOT'0, OHO IIPEBPAIIAST OKOHYATENLHEIH ABTOPCKUMN TEKCT B dep-
HOBHK, H YeM [ONbIe NNuTcA 5Ta pabora, TeM. Gomee "cRIpRIM” BEIMISAEUT
JAKOHYCHHOE NPOH3BENEHAE,

BMecTo roToBOM MOPANH 32 TAKHM TTCHUEM TAHETCS npnxommsax Hrpa
OpeICMEICIIOB, CBOETO POXa SUH(aHus CHoXHOCTH, BeposTHo, ocoboit mpo-
OYKTUBHOCTBK) YTEHHE 3TOT'0 POJA MOXKeT 00Najars B oTHOmeHHH @, M.
HocToeeckoro, rIapHoi $Hrypsl 0TOXKISCTRAICHAS B aPSAe PACTIPOCTPAHES-
HHEA TATePaTYPHOH MeTahHIHKH,

O6paimas B cCBOEM TTCHHH BHIMaXHeE TIPEIKAE BCero Ha YCTPoHcTBO pyneT-
KH, Ha HAIHOHANLHOCTE MTPEl H ATPOKA (BEIL COBEPIICHHO pa3Hble), Ha ¢e-
HOMEHOJIOTHIO HI'PHI B €6 OTHONICHHH K CTPATerHYeCcKoi RHCTAHIAA HAKOII-
JICHHS, 5l BMECTE C TeM OTIai0 ce0e OTYCT B HEBOZMOXKHOCTH OTODBATh HX OT
TIOpANKA YYBCTB B aBTOpckoil Hueosiorur. M eci B peaymsraTe mwynecHpy-
IOINMH IEHTP IOBECTROBAHM S NPEICTAHET B HECKOINEKO HHOM CBETE — YTEHME
— BTO TAKIKE BOIIPOC OCBEIICHHS — | paKypce, s 6yly BIIOIHE YIOBIETEOPEH.

B PyneTeHOypr Ny0iMKa NpUe3sKaeT Ha BOXBL, A TAK3Ke ITOGH XOMHTE Ha
"liyaHT", ¢ KOTOPOT'O MOXKHO [IONIOG0BATLC S MECTHOCTEIO, B TOPOJE CTh 0Te-
1, KoheAHH; TPOIIMHKH BEIYT B COCETHES KHAXKECTRO, ¢ 3a IIOITOPA Tane-
pa BaM TIOTALYT OMIIET ¢ BeTunHOM. Tam ecTh ckameliku ¥ onTana, rme ar-
paloT JIeTH, H Cpefid povero "BoXcan" ¢ pyIeTKOH.

M.M. BaxTui B cCBOSM KPATKOM KOMMEHT2pHH K "HIpoky"” paccMaTpHBRaeT
ero repoek Kak KapHaBﬂJ]PISOBaI-ﬂ:IbIH KOILIEKTHB": BO-IIEPRHIX, repoH — "3a-
IpaHHYHEIE pyccKue", "BHE HOPM H MOPSIKa oGHITHON Jxuauu”, "oTopEaB-
IHecs OT CBOell PONMHL H Hapopa", KHBYILHE IOSTOMY B arMocdepe cKan-
IaJa; BO-BTOPLIX, OHH KAPHABANAZ0BAHK HI'POX HA PYNIETKE, KOTOPas TAKXKE
TIOJPLIBAET IPHBEIYEYI0 HEPAPXHIO, HEBHIAHHO YCKOPSIET BpeMs, YPABHHBACT
MIAHCH! HCPAWIIMEX, TOTHES, CTABUT WX B ONUHAKOBO KPH3HACHYIO CHTYAIIHIO.
"Mooy pasmUIHEX KUIHEHHBIX TOMOKEHHH [HepapXH9ecKHX], CTOIIIHB-
IKeCs ¥ PYNCTOUHORO CTONA, YPABHHBAKTICA KAK YCIOBUAME HI'PhL, TAK H
mepen muLoM dopryH, ciydad. Vix noseneHme 32 pyIeTOTHBIM CTONOM BHI-
TIANAET HA TOH POIH, KOTOPYIO OHH MI'PAKOT B 00nYHON xkusHy. ATMochepa
HIpbl — aTMocdrepa pe3kHX H GEICTPRIX ¢MEH CYIBOEL, MTHOBCHHEIX TTOXBEMOB
H MafeHuii, TO eCTh YBEHTAHHI — pasBeHdaHHH. C TAB K 4 TMONoGHA K p 1 -
2UCY: 9eN0oBeK OINyIIAeT cefd Kak Onf Ha nopore. VM BpeMs UTph —
ocofoe BpeMA; MEHYTA 3EECE TAKKE IPHPABHABACTCA K rogam”. !

K meproMy Tezucy BaxTtaHa - 0 "3arpaHHIHREIX PYCCKHX" — 1 BO3BpAINYCh
MO3EHEE, a Teleph o0paTUM BHAMARNE HA I'ICSANHCTCKYIO, XOIHCTCKYIO
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KOHIIETILINIO HI'Pbl, KOTOpas IpPeIaracTess B NpHBCOcHHOM af3alle M3
"Hozruk Joctoeckoro", Urpa GepeTes Xak HedTo eIHHOE, YHHBEpCalkHOE,
KOHTpoRUpyeMoe HalopoM OSIIMX NMPHIHAXOR (PaBHLIC YCJIOBHSA IJIA BCeX
YYaCTHHKOB, YCKOPEHHE BPEMEHH, TIpeOrBaHHe HA TIOpore H T.11.).

Mexny TeM B caMoM TekcTe "Hrpoka” Mel HaxollMM B JiydliieM cirydae de-
HOMEHOIIOMHIO PA3HBIX BHIOB HIPH, He MOJBOTUMEIX TIO KaKOH-IHGO 06~
LIHA 3HAMEHATEJIb, OTPHLAIIIMX IPYT IpYyra, YTBEPXKIAEMbIX HHOI A KAK
HEBOIMOXKHEIE, BOSHHKAIOIIHX B IycTOTE o60ocHORAaHEA, B pesyneTaTe BHIBOT
O TOM, 9TO PYIETKa — HI'pa II0 IIPEHMYLIIECTBY pyccKas, CIeNIaHHBIH B Hagaje
pOMaHa rIaBHLIM I'epoeM, a B KOHIE (10 COBEPIIEHHO OPYrHUM IIPHYHHAM)
AHrTHIAHAHOM, TAKIKE 3aBHCAET, TAK KAK TO, YTO eMY NpeNINeCTBYET Ha pad-
HHX YPOBHAX, He TOIBKO €ro He 060CHOBLIBAET, HO BENET K NPHHIHIIHANBHO
OTKPHTOMY KOHTHHYYMY BO3MOKHOCTEH, KOTOPHIE HH IIPH KaKWX YCIOBHSIX
He MOT'YyT pealln30BaThCA OMHOBPEMEHHO.

CHauaya UIpa Ha pyJleTKe TOIpasaenseTcs Ha " IGKeHTeIsMEeHCKYIO" H
"mefeHcKyio”: IXKeHTeNLMEH UIPAeT He JUIS BLIUTPHIIIA, A YK TeM Gojiee He
Ha BHHI'PHIN, HO "1JA HaGWIOMeHHS Hall DIaHCaMHU"; "I OJHOM TONBKO 3a-
Basw", "a He H3 muebefickoro KelaHHsl BRIHIPaTh", APHCTOKPATHYHbLIM SB-
JieTcd IMpecTABICHHE, YTO B BCE OCTANbHBIE HI'DOKH, "BCS 5Ta APAHD, IpPO-
JKanas Hall TYIbIeHoM", OXYINeRNGEMEl TEM Ke 3CTeTHYECKHUM TYBCTBOM.
"eHBE'H [0 TOTO MOIZKHB OBITE HIKE TKEHTEIIEMEHCTRE, UTC TIOYTH HE CT0-
HT 0 HEX 3a00TUThCH. KoHeuHo, BecbMa apUCTOKDRTHIHO COBceM Gbl He 3aMe-
9aTh BCIO 3TY I'pA3k Beell 3Toif ceosioun M Beelt ofcTadoBky. ONHAKO 3Ke HHO-
I'7ia He MEHee apUCTOKpaTHYeH H ofpaTHLIH NpHeM, 3aMedaThb, TO €CThb IIpH-
CMATPUBATECA, Ia¥Ke PacCMATPHBATE, HATIPHMED, XOTh B JIOPHET BCIO 3TY CBO-
710vb: HO He MHA4e, KAaK ITPHHUMAas BCIY 3TY TOINIY U BCIO 3TY FPA3k 34 CBOET0
poma pasBluedeHHe, Kak OH 3a npeacraprenHe [Kypcus Moif — MUP.]... "2

Kai npsiMoit, Tak ¥ oGpaTHEIM [IPHEM HAIPABJIEHH HA COBINAHHE pedueK-
CHBHOH THCTAHIINH: CIOBO "IpelCTaBleHHe" clelyeT YHTATh 3HEeCh, TIPesk e
Bcero, He KaK "3pendine”, "TeaTp”, HO B ero MeTadQH3INYECKOM 3HAUEHUHE —
KaK TO, C [TOMOIILIO YerD OBIANEBAIOT CYIIUM, KaK OpYIHe, OJHOBPEMEHHOD
OKa3RIBaloIIeeca cOOCTBEHHON UENbI0 B He NONYCKAawllee B MHpP TO, UTO
BaxTHH HA3MBAET TIOPOTOBLIMH, KPHIHCHEIMA COCTOSHHUAMH, COCTOSHHSIMY,
B KOTOpEIE CMETAETCA pedieKCHBHAA IHcTaHuMA. Konsennua "I eHTenb-
MEHCKOH" HT'PH IIPENIIONAaract "HAMBHOCTR" HE TONLKO B OTHOIIEHHH HIPHI
HA BEIUTPHIII, HO H MHTEPECOB BAXKHEHNIEH HeBUIUMON HHCTAaHITHK — Banka:
"KOpHICTH H NOBYLIKH, HA KOTOPLIX OCHOBaH H YCTPOeH 0AHK, OH IOMKeH Na-
JKe M He TIOIO3PEBATE"3. DTOT TUI HIpsl HE COUEPRUT B ceGe HUKAKOIro 110-
TeHIMATA JJIs CO3TAHHS "KapHABANBHLIX KOJIEeKTHBOR", HATIPOTHB TOT'O, BEI-
NEeNeHHOCTs HTPAIOIIEN0 M3 SKANHOH Mo NEHET TONIE MaKCHMAIBHO YCTOM-
4quBa, B 5TOH HIpe HET H HaMeka Ha a3apT HIH OIbAHEHHE, TOYHES, OHH
BCSTYECKH BLITPABIHBAICTCA H3 [OBENEHYECKOTO KOIA HIMPOKA-aPHCTOKPATA.
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31neck, cOGCTREHHO, He UIPAIOT, 4 OTCTPAHSHHC HAGIIONAIOT UI'DY, KAK OTMhI-
xaionue B PyneTeHOypre HaGMIOTAKT NIpKEpeny, B300paBIInCE Ha "nyaut”. B
cBoell pedIeKCHEHON OTIANCHHOCTH PYJIETKA IpeNcTaeT 30eCh KaK MOTTH
UTO MPMPONHOE SIBNCHHE.

CoBceM O-TPYTOMY YCTpoeHa [efefickas Mrpa, CTOPOHY KOTOPOI TOHA-
Yany PEUIHTENLHO [IPHHAMACT HAPPATOp. JTO HIPa HAa BRIATPHIEIL. JKCTpe-
MansHOW GopMoil TAKOU MIPEl ABISIETCA "PyccKas pyleTka’, Hrpa, Crocod
JKH3HH, ALTEPHATHEHEHA H AHTAI OHUCTHYECKH MO OTHOIIEHHIO K HAKOKI-
JEHUO KATKTAlA, MeIIeHHOMY HpHUpaldecHu GoraTeTBaA Yepes TOPIORIIiG,
TovansHas Hrpa xax "pycekoe OeaoGpasme” IpOTHUBONIOCTARIIASTCH KAK HEUTO
He McHee, a Golee HPaBCTBEHHOE "HEMEIKOMY CIOCODY HaKOICHHS YecT-
HeIM Tpynom". BoaMOIXKHOCTE XKHUTh UTPOH yTBEpXKIaeTcd KakK JIOKANBHEIA
PYCCK#I OTBET Ha "KaTeXH3HC MOGPONETENEH NABHIAI0OBAHKOTO SAaNHOT0
genoBeKa', IIABHOH CTATHEH KOTOPOro ARIACTCA CIIOCOOHOCTE K IIpHobpeTe-
HHIO KamuTalcE,

Pynerxa B cBoel kpaiiHeil opMe oGBABIASTCA BMEIOIISH HAIIMOHAIE-
HOCTB! PYCCKasl PYIETKA IIO3BONAST HMETh AHEIW He NPOCTO HAKATLTHBAS
HX, HC HMeTh X cITocofioM, HCKIIIYAIITAM HakoIlenue. B sroi kpaiihei
dopMe "pyIeTKA TOJBKO B CO3NANA LA pycckux "4, KaK JIordyeckrii onepa-
TOP OHA PA3BOIUT AEHECH H TPYI HaCTOJNLKO PATUKAIEHO, 9TO OHH CTAHOBSIT-
51 HeCOBMECTHMbI MEXKITY CoG0i: "pycckiil He TONBKO He criocoGeH IpHOOpe-
TaTh KallHTalkl, HO M pacTodaeT X Kak-To 3pa U GesobpasHo. Tem He MeHee
HaM, PYCCKHM, TeHBIH TOXe HYKHEI, — TOBOPHT Oy IYIIAH HIPoK, — a clefo-
BaTeNbHO, MBI O9eHb pajikl ¥ OUeHb ITANKH Ha TAKME CIIOCOOH, Kak HaEpuMep,
PYJETKH, TIe MoKHo pasforaTers BIpYr' B ABa daca, He TPYIACk"S. H xors
TaKTHKOH 11Ie6efcKoi HIPBl MOXKET OBIANETh TEIIOBCK IPYTOH HAIIAOHAIR-
HOCTH — YIIOMHHAETCA, B TACTHOCTH, 4y NAK-AHT IHIAHHE WK "29HAaT Kakod-
HUOY OB, TYPOK" — 9iIoc, THCTas SMAHAIHS HIPBL HA PYIISTKE OCTAeTCHA PyC-
ckoif, Y1 TONBKO B Ka4ecTBe PYCCKOH pylleTKH OHa NpHolpeTacT paIHKaNLHo
AHTHHAKOIMHUTE/IECKY K0 TIPHPOINY, HeI2eTCA OHTOMOT MUECKT HECOBMECTHMOM ¢
MeIJICHHEIM TMPUPALICHUEM ¢ TIOMOIIBI0 TEPIIEHUS M TPYAa. DTOT HepBoHA-~
qaNbHbIH HAGPOCOK HOMATHIECKOH JTOTHKH (PYCCKOCTE AJIech, BIIPOYEM, 06-
pacTaeT KHPIHICKOM W TATAPCKOH KOHHOTAUMAME) 3BYIHT OYSHb BOWEH-
CTECHHO! HHCTAHLIHA HAKOIUISHHS, COMJIACHO 3THM IEKHApALTHSIM, MOMKET
OBITH YHHUTOMKEHA M3HYTPH,

Ha 3ToM 3Tane TeKCT He TONBKO IPHHEMAET CTOPOHY IneGelcKoll HIpEl,
HO H caM ABIIAETCS TIOIEM TAKOH HI'PHl, CO BCEM TIPHCYIHAM i KaTacTpodua-
MOM, IPHHECCHHEM B KEpTBY COOCTBEHHON CBA3BHOCTH TOI'O, IT0 OBLIYHO
A0BYT JETHOCTEIO. TeKeT HomepKKBacT HaHGONSS paNyKaILHbIe BAIEl HIDEL
CBOHMMH BHYTPEHHUMH pecypCaMH, NyOnMpyeT MX CBOeH CTPYKTYpPOIL

B pynerxy urpamoT TakuMm o0paioM HIHYTPH TEKCTa, YCTPOSHHOI'O Haro-
moGKe pyIeTKH.



Pyccxas pynerka 23

B ckaHmambHOM yHUBEpeyMe IIESeiiCKoM Hrphl MCKIIOYHTENBHY IO PONb
ArpaeT MecTOHMEHHE "Teneph”. BRIHrpaHHEele JEHLIH IPONSEOIHEL OT 9TOF0
"Yeneps", OHH HY>KHEl HIPOKaM He BooOIe, B MoLyce 30paBoro CMEICIA, a
"po gTo 6Bl TO HH CTANO Teleph”, B KPaHHHNX 00CTOATENLCTBAX: OHN IIPOMI-
BOJHEl OT CIyYas M HHUCXONAT HA Wrpajollero Kax Hap, HHOT A JaXke Kak
6rarogats. [lapagoxcansHeM oGpasoM TEKCT HACTAMBAET HA TOM, YTO ECTh
cyOBeKT mapa, cyGrekT 6narofary, 6omee TOro, YTe OCOGLIA KONIEX THBHAIH
cyOBeKT BRANIEET JOTHKOH Aapa (H, cTano GRITh, TaKAd JOCHKA €CTh). "MHE
IEHECH BO 470 ObI TO HH CTAI0 Teneps [Kypcur Mol — MLP.] HyxxHe1"6.

HmamasoH muebeHckolf HMpH — OT JoJra No napa. Anexceii MBanosud Ha-
uHHaeT HrpaTh 3a [TomrHy, KOTOPasA, KaK BRACHAETCS IIOTOM, NOJLKHaA dpan-
nysy He-I'pue 50 000 ¢dparnkoB. EMy He ylaeTes BLIMTPATh 3TY CYMMY, HIpast
5a Hee, HO B IIGHTPANLHOM 2IIH30MIE POMAHA OH — HI'Das B KaTacTpo(pHIECKOM
CTHIIE, IPCHABAHHOM JIOUHKOH 1apa, — BHHI'DHBALT CYMMY BUETBEpC GOJb-
myo.

B npomesKyTKe MeXXIy UTpol 3a TONT ApPYToTo B Hrpol-gapoM pa3Bopa-
YyBaeTCs NIl Beep TaxTHK mnebeiickoif urpwl, Tlpesk e Bcero, 3To, KOHEY-
Ho, Hrpa "6abyneHpKH". MakcHMansHo pyccKas B CBOEl Bepe B cooOIHMYE-
CKYK OnarocKIOHHOCTE CNYYas, 3Ta HI'PA OKA3HIBACTCH HECOBMECTHMON c
HAKOIMTENLCKHMI HHTepecaMy baHKa M BLITAIKMBACT ¢ BOBHE — B TAHHOM
crydae 3THM BHEIUHAM ¢TaHOBMTCA Poccna. B pyneTke, XaK HIBECTHO, MOXK-
HO CTABHTH HA KPaCHYIO HIIM YeDHYIO, HeT MIIH HedeT, Ha IRCHAJLaTh IIePRLIX,
CPEIMHMX HIK IOCIeXHEX HHDP (TaKHM 06pasoM, BCeTO HX TPHALATE LIECTh),
Ha manque MM passe. M ecTs oHa, TPEMIATh CEbMasi BOIMOZKHOCTD, ZETo,
monofHe KAPTOUHOI O 2KOKEPa — KOTTIA BHIXOIHT ZEro, IOCTABHBIIKH Ha HEro
IOXYy9aeT CYMMY B TPHALATH IISCTh pad Golbile OCTABNCHHOH, MAKCHMAITh-
HO DONYCTHMAasA CTABKA HA z€ro — JpeHanuaTh $punpuxcopos, Bonnuins-
CTRO HI'POKOR JERAET CTARKH Bpastpoc, YTolsl IPH MIOG0M CTEUEHUN 00CTO -
TENLCTB HE IIPOUIPaTh CIMIIKOM MHOTO; €CTeCTBEHHO M BBIHI'DaTh OYEHL
MHOT'0 TIPH TAKOH TaKTHKe HENb3sl, TAK KaK PN CTAROK OKA3LIBACTCS 3aBEH0-
MO TPOATPBIIIHEIM M IPOCTO YPAaRHOBEIMHBAET IIAHCH], CTPAXyeT IPOTHB He-
yaaugn. TakTeka "6abyneHbKH", GECXUTPOCTHAA H GECKOMIPOMUCCHAsS, COCTO-
4IIa B CTABKE Ha ZE&ro, OTKA3E OT CTPAXOBKH MPH 0YeHb KPYMHHX Kymax, [le-
pell HAMH HHYEM He OlOCPe[oBaHHAS B arpeccHBHAA Hrpa nportus banka.
{Zéro — aTo BBIMONa 6anKa; €ClIM HUKTO HE IIOCTABHI HA HETO M OH BBIIIEN,
BCe TeHbI'H MIYT Gauky). MTor Takoll HI'phl — nacke B antoree peseHns "Gaby-
JAeHLKH", KO 13 OHA XPYIIHO BEIBIPEIBAST — HETPYHHO NIPERCKA3ATE KaK eBpo-
TnieiiaM, TaK H PYCCKHM (ToKe eBpoleiliaM, HO IIPOTUBOIIOCTABIEHHEIM UM B
OTHOIIGHMH TAKTHXH HTDH Ha pylerkn): "...Ha 6a6yneHLKY CMOTPENH yXKe
KaK Ha KepTRouky"?. OHa ewe He IPOMTpana, HO YK€ KOHCTHTYHPOBAIa
cefd Kak KEePTBY TeM BEIGOEOM, KOTOPBIH CTHIIL ee Urpbl OpocaeT BaHky.
HeobGpaTHMOCTb 3TOH TAKTHKH HI'PH TONBKCG BOAPACTAET OT TOIO, 4TO caMa
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AHTOHI‘II[& BacunwerHa COBEPIISHHO HE OCO3HACT JIOUHKY CHTYALIHH, ¢ BHEI-
308 BaHKY HOCHT TIOYTH MHCTHHKTHUBHLIN XapakTep, OH JLIOIEH HAMEPeHHO-
CTH, HCMHTEHIHOHANEH. "BabyneHeka", MPOUTPaBIIHCE B X U MPaX — ee
IIPOMIPBII IIPERHIITIACT CTO ThICAY Pylreil, — Boaspamaetca B Mocksy, dan-
TAJHPYEMYIO ee NaKeeM [IoTaublIeM KAK HICATLHYIO IIPOTHBONOJNOKHOCTE
"3arpaHyme!”, IIPOTHBOIIONOXKHOCTh JaXkKe B OTHOMIeHHH duopel: "H yxe mo-
ckope#i 68l B Hary Mocksy! H 9ero-vyero y Hac moma Het, B Mockee? — nipa-
upraer [Toranera. (MaTepecHo Kak Gbin oH omeT: "BO ¢paxke, B fenom rCai-
CTYKE, HO B KapTyae"} — Can, NBeTH, KAKHX 34eCk H He ObBacT [KypcHn MO —
M.P.], myx, A60HEKH HAHBAIOTCA, HPOCTOP, — HET; Hamo 6ut 3a rparury "8

KomnercaropHeiii XapakTep TakoH pedakKIlH# Ha DOPaXXEHHE OT TeXHAYe-
CKOH MalIMHE HI'PLI QUEBUICH, BEKTOP YCKONBIAHMA HCKIIOUATENRHD YETOK:
NOJIHOTA IIPHUCYTCTBHA MOCKBBEL B 5TOM OTPHIBKE, €€ PACTHTEIBHAA H IIpo-
CTPAHCTBEHHEAsA YHHKABHOCTh, HHAKOBOCTD 110 OTHOMEHHIO K IpodaHHoMH
pacTETeneHOCTH I'epMaRHMHE SIBIAIOTCS MPONOIDKEHHSM CTABKU — B JAHHOM
cIIy4ae CTABKH TEKCTA — Ha ZEr0; HEOCOIHAHHAS HE0GXOIUMOCTE TOPaKeHH sl
JanTazupyercs IloTameidem Kak clydaifHOCTE H HeOpadyMeHine, KOTOporo
MOZKHO OBIIIO OB Nerke B3feskarth, ocTaBasick B Mockee ¢ ee cTapitei (Toms-
KO TIOCIIe MopaskeHnd) HeoOMernBaemoil ropoll, "nBeTaMu, KakAX I0ech H
He OrIBaeT".

JInERA yCKONB3aHH OT MOCHAENCTBHI € IHHCTBEHHOI O Cydas THCTO PyC-
cKo# pyneTkH BeneT B Poccrio, B MOCKBY, Ha KOTOPYIO HE PacllpOCTPAHSETCS
FOPHCIHKITHS HHCTAHNHY HAKOINISHUA. B ocTanmsHOM 5Ta Urpa Hemompakae-
Ma W He UMeeT moclefonateneil: korga "6a0ymeHbKa" HAYMHAET POHEPEL-
BaThcA, Anexcell IBaHOBHYT IaET i IPHMEPHO TAKHE 3KE COBETH {YMEHb-
IHHTE CTABKH, pasGpacelBaTh UX INH CTPAXOBKH OT TIOpAXKEHA, JEATh MO-
MEHTA, KOrNd IIAHCH TEPeMEHATCS K NyUIIeMy), 9T0 M HEHABHCTHHIE €ro
pycckoit xarype ¢pauunys lle-I'pHe. OH yxe TOIHa MOHAMAET PYCCKYIO
PYIETKY B CMECIE, HecpaBHeHHO Gotee HMMAHEHTHOM JaKOHAM 9TOM CONMH-
ANBHO-TEXHIIECKOH MAUIHHEL, YeM AHTOHMAA BacHILeBHa, II1 KOTOpOi 3a-
KOH PYIeTKH 10 KOHIA 0CTAeTCA 3aKPHITOH KHHTOM,

C npyro# cTopoHbl, AMEHHO HIpa "GabyleHEKH" IpoSyKIaeT B AJlexcee
HlpaHoBHYe UI'poKa. 3TC NPOHCKOIUT B IIEPBOM SIIM30JE €6 HI'PE Ha pyJeT-
Kg, KOrjga ZEro BRIIIET B'ropoﬁ pa3 3a HECKOIIBKC MHHEYT, H JIPMKOBARHHAA K
Kpecoy cTapasd GapblHS IIONYYHIIA CAMBIH KPYIHBLE Ky,

"Konece sepremocs mouro. BaGymika npocTo npoxana, clefs 3a Kole-
coM... PenmnrensHoe y0exKaeHHe B BRIHTPHIIIE CHALIC Ha JHIE €6, HelpeMeH-
HOE COKHJJaHWe, 970 BOT-BOT KpHKHYT: Zéro! IIapax BCKOYHI B KIETKY.

— Zéro! —xpHKHYN KpyIIep.

— Urte!!! — ¢ HEHCTOBEIM TOPAKECTBOM ofpaTunack KO MHe Gabymka.

51 cam Geta HIPeEK; 1 TIOUYBCTBOBAK 3TO B TY CaMYyIO MHEHYTY. ¥ MeHs py-
KH-HOTH JIPOXKANH, B [OJIOBY yIapuio,"?
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HurepecHa TyHKTYALMA 5TOT0 OTPEIBKA: KOTHA zEro BbIXOIHUT B MEPBHIH
pas, moclie HEro CTOMT 3aIIATad, B0 BTOPOH pas To >Keé CaMOe CJIOBO CONpPO-
BoXKIaeTcA Honee CAITLHRIM — BOCKAMIATENBHEIM — 3HakoM. Texer JloctoeB-
CKOF0 BOBNEKAET KPYIepa — HHCTAHUMI, SecTIpACTRACTHOCT KOTOpofl B mpy-
CHX MECTaX He CTABUTCS TION COMHEHHE — B JipamMy MIpEL, B ipaMy peyH ob
arpe, KOTOpast B pelllaiiilie MOMEHTEI HE TEPIIHT II0 OTHOINEHHKY K cebe
HIYEer0 RHEIIHET0, HHKAKOT'O CO3EPHAHHs CO CTOPOHEL, [IpOHCXOMT KOHTA-
MHHALIHA, 3apakKeHre Bellel ¥ Tel pedblo, KOHTAMHHAIWSA, KOTOpasg paseo-
anT aroro nuacarend ¢ TonceteM, Typrenessiv, Yexonssim. HeuyscTBHTEIB-
HOCTE Jl0CTOEBCKOTO K IIPEIMETHOMY, TAK CKASATh, CTALTHOHAPHOMY COCTOS- -
HHIO BeleH, MOIBONAIONIEMY MM BOCIDOHIBOAUTECA B KAUECTBE TOMKIECT-
BeHHBIX, oTpethaekcnporada B. HaGoxkossiM B ero "Jleknmgx mo pycckoi jm-
Teparype"!0, AHANOrHUHBIME IIYHKTYANMOHHBIMA M CTUIMCTHUECKUMH DKC-
TAasaMM MOTREPKHBAETCA HPOTECT "BCIHKOTO CIETIOTO” PYCCKOH ITMTepaTypPH
poTHB OyprKyasHOCTH, 3CTETHKH, JHCTAHIWE M JIKeHTeIEMEHCKON HTPHL.
Tlpy 3ToM He HaZo 3abHIBATH, YTO MYHKTYAITHOHHEIA H Ipyrye ajorH3MEl
IIPOTHROTIOCTABIAIOT (opMe He CaM YCKONBIAKIIHEA OT 0ghopMIIEHHS Xa0c, a
HEuTo Gonee HEHTPANLHOE M POLYKTHBHOE -- X30CMOC MITH $OpMY Xaoca.

Hrpa 6abymky Takxke Tognaercs Haubomnblieli KapHARANH3AOHH: TIOCIIE
BRIMTpBIING OHA cama, Allexcelt BaHoBHY, ee cyI'H BelyT cefs kak "KapHa-
BAIM30BAHHEIN KOJIEKTHB", PA3faBas MUIOCTHHIO HAIPABO M HAeBO (Jae
TeM, KT0 e¢ HE IIPOCHT H MOKET ORITE eff ockopleH), oJapuBas GIHSKUX H
naNekHx, a CBoe TIOpAKEHHE AHTOHNa BacHNILCBHA MEpeXKHUBAET Kak pas-
BeHYaHHe CO BeeMH 5¢eKTaMu OIIAKMBAHHAS U IeKOMIICHCAIHH. |1

Ipyrue BUOB HIPH 00IA0AI0T HEPEIKO BHYTPEHHHM IPaMaTH3IMOM, HO
KyIa caabee MOANAIOTCA KapHABAHM3AMIHMH, eCHU BooGIIe el NOIIaorest.

TexcT CKENTHIECKH W NPEAPHTEISHO OTHOCHTCS K PACYETIHMBLIM HI'POKAM,
KOTOPpHIE TIIATEHABHO JAMMHCHIBAKIT MOCIHETOBATEIIBHOCTE NIAHCOB. HAYUHAA
HACpaTh, OHU TAKIKE [POUTPEIBAIOTCA, KAK K BCe APYrye, 3TH "3aITHCHBIE HI -
poKH" METAIOTCA HANTH D3aKOH W CHCTEMY, TaM, I'Ie ecTh, TOUHee HHOITA,
BCerJa ToKalbHO, HAMEUaeTCsA Ha(op KakHMX-TO NPaBU, NPHXOTIHBAN, H3-
MeHYHBasd I'PYNIHPOBKA LIAHCOE BOKPYT codeTaHUH Ludp, 11BeTOB M T.O,
PaxTUHeCKH PeUb MIET O CTAHOBACHHH HI'DOH B MOMEHT HTpEl, 0 npebhiBa-
HHU IMMaHEHTHBIM ¢if He in abstracto, a B CHTYAIIHH HIPH (3IPABLI CMEIC,
TIOHSITHO, MAPKHPYET TAKHE COCTOSHAA Kak GesyMHe, UTo He MelnaeT CAMHM
HCIBITLIBAIOLUIMM HX HIPOKAM BEPHTH B PEaJILHOCTE CBAZAHHOIO C HAMH MHC-
THIIH3Ma ¥ PACCMATPHBATL 3TH COCTOAHMA Kak Mirylodafimpe mpo3peHns).
Hrak: xoTa "coOCTBEHHO PAacdeT MaNo 3HAYHT", "B TeUeHHe cHyyatdHLX UIaH-
coB OLIBaET X0Th M He CHCTEMA, HO Kak OyITo Kakol-To TOPAIOK, YTO KOHEY-
HO, O4YeHb CTPaHHO".12 To ecTh B KAaKHe-TO H3GPAHHbBIE MOMEHTLI, KOTOpLIE
Hall0 YMETb TIOUYBCTBOBATb, TAKTHKA B HIpe Ha PYIISTKE MOXKET CTaTh
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CTpaTerue, MOJIHOCTRY) MMMAHEHTHOH HIpe camoro BaHka M Torja BaHk
YCTYIIUT, IPOUIPAeT HTPOKY.

Ha rmazax GaGyliky, ToroBAIIEHcsa BCTYIUTS B MTPY, HA HPOTHBOLICTION -
HEIX KOHIIAX CTOIIA PA3BOPAYMBAIOTCH IBE IIPOTHBONONOKHLIE HTPH, KAK Obl
OEEPIHBAICIIHE €¢ BO3MOXKHOCTH, Ha oHOM KOHITE CTON2 HI'D2ET "MOIOIOH
YeJIoBeK" HeHIRECTHOH HALMOHAIBHOCTH (HO "PycCKHU™ B TOM CMBLICIE, YTO
ero Wrpa OySIHpyeT MIpy IIABHOTO Ceposi B HEHTPANBHOM SIH30Ma POMa-
Ha), MOTHBAIHA €r'o HI'Phl 0CTACTCS CTOIb 3Ke HEUBRECTHOH, Kak €10 HAIIHO-
HANLHOCTE, HO MBI 34CTAaeM €70 B COCTOSHHH MONHOH AMMaHCHTHOCTH HIpe,
CTABIAM — MT'poit. OH BEIMIpaN "y¥Ke THCAY J0 cOpoKa ¢pakor"; oH GIeNcH,
T'7Ia3a OJIeCTAT, APOXKaT PYKH: "OH CTABHI Y3ke& 6e3 BCAKOre pacueTa, CKOIIEKO
pPyKa 3aXBaTHT, 3 Me3KIY TeM BCE BHIMIDEIBAN 13 BHHI'PHBAI, BCe 3arpeOan
na 3arpeGall... CTABHN 3ps ¥ Bee 3arpeban”. |3 JlobommsTaem o6pasom "Gaby-
neHbKa" MpexpekaeT eMy Hen30e KHEIH npourpeint (“IIpourpaer, cefivac Bee
niporrpaer!”), ¥ XOTs B TOT MOMEHT, B TOTJaIIHee "celigac”, 310 mpeacka’a-
HHe He cORIBACTCA, MOKHO ORITh YBEPEHHBIM, — HA IIPAMEpPE ero JBOHHUKA
Anexces Mpaseoeuda, B 9bei HAMCHAILHOCTH MOKA He TIPAXOKUTCS COMHE-
BaTECs, — 4TO PAHC HIH HO3iHO IpopodecTeo cBymercs w "MONOmOH werno-
pek" ocTaneTcd 6ea MpomIa B KapMaHe,

3Ty MUCTHMECKYIO UTPY MBI MOXKEM Ha3BaTh MIeGelicKoil TONBKO 1O 01-
HOMY IIPH3IHAKY — 3T0 HI'Pd HAa BEIMTPHIIN, TOYHEE, HI'Pa-BRIMIPLIMI, B TOYHO-
cte nyGnupyoimas tpayme Gyayero irpoka B HERTPAnbHOM, IIpOIl'HCﬂH-
HOM GoJiee HEeTATBHO ITTH30IIE.

Mexay TeM B TO e camoe BpeMs, "HaleBo, Ha Apyrol 1OnoBHHe CTONIA,
MEX MY HI'pOKaM¥, 3aMETHA Gptna OIHA MOJIOHAS Oana ¥ ToRIe Hes KAaKOH-TO
KapiuK" 14, BOBMOKHO ee pomcTBeHHHK. HIrpa "Monomoi namst” Ghuia mps-
MO NPOTHBOTIOIOXKHOCTBIC HIPH "MOIOTOTC YelloBeKka': oHa HrpaJa Kax-
IBIH NeHL POBHO 1O OOHOMY 9acy, ¢ Yacy IIONOIYIHH J¢ JBYX. T4 NaMa cTa-
BHNA XNAJHOKPOBHO, C PacteToM, "oTMeyast Ha GyMaKke kapanuamom gy -
PH ¥ cTapasich OTHICKATh CHCTEMY, o KOTOPOi B JAHHEIH MOMEHT IpYIIIHpPO-
BaITUCE NIaHchl, CTABHIIA OHA 3aMedaTeNbHBIMU KYylaMy, BelHrphiBana Kax-
IEIH geHb ONHY, IBE, MHOT'O TPH THICsH4A PPaHKoR — He Gonee #, BEIHCPAB,
TOYAC Ke yxomuama", 15

B TekcTe cpasy >Ke BO3HHKACT BOIIPOC O HAHOHATIBHOCTH TOH GaphiHu C
KapIHKOM, BEPHES, O HALIHOHATBHOCTH e¢ "kapimMkepolt" urpel. CeoeH ur-
poii — cama BOIMOSKHOCTE KOTOPOH [0 STOM0 TEKCTOM IMOLBEPraXach COMHE-
HHIO — "Monomas naMa" xakK 65l e3KeIHeBHO OCYIOECTRIAET MAN0e HAKOIIS-
HMe IIpH QOIBIIOM HakoIlNeHHH baHka, OHAa — €IBa IH He 6IHHCTBEHHBIR
cilyuaH OecIIpDOMTPLIIIHOE HI'PHl BO BceM poMaHe, ¥ mosroMy Gabymike Tak
BAXKHO 3HATE HANMOHANBHOCTE 3TOH GapBILHH, TC ¢c1h 3Told Hrphl. OHH B
KOHEYHOM CUeTe PAHTAIMAPYIOTCA KaK $paHyscKue.
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TlpucTymiaeMcs K 0KUBIEHHOMY IIYIITYKAHBIO UIEONOra H IPaKTHKA PyC-
ckoti pynerkd: "Hy, 5Ta He npourpaer! nor ara He npourpaet! Ha kakux? He
apaerns? KTo Takas?

— (dpaHny>KeHKa, TOIXKHO ObITh, 3 3IaKHUX, — IIEITHYT 5.

— A, BUIHA TITHIIA O TIoAeTY. BRINO, 4To HOrOTOK BocTep,"16

WTak, ecd 0qHa NT'pa OCTaeTCs MoKa Ge3 HAIlHOHANEHOCTH H MO2KeT OBITh
Ha3BAaHA PYCCKOH IT0 AHANIOTHH, Apyras 6e30TIaraTelbHO NOTy9acT HallHo-
HANBHOCTh — HTPY-HAKONNEHNE BeleT "dppairysxenka”. 3Ta Hrpa OpUEHTH-
PoOBaHA Ha BBIHIPBIIT, U B 3TOM CMEICIC ABJIISACTCAH nneﬁeﬁcxoﬁ, HO BEOCSTCA
OHa TaK DUCTAHLIHPOBAHHO H XJNAIHOKPOBHO, ITO IIPHXOIMT Ha YM CKopee
aHajiorus ¢ XKeHTelnbMeHcKoH urpoil, Tlepen namu urpa THOpUIHOT O, IIpe-
3HpPaeMOr 0 HAappaTopoM, OypaKyaszHOro cTHIS: "dpaHLyKeHKA" HPaeT Tax,
K2K KOILIT JeHLTH, COBEPIIACT TPYIX HIPLI, IIPO3aHYECKUH TPy, BOSHATPAK -
JaeMEH MPOIANUECKHM K€ BEIHTPHIIEM B IBe-TPH ThicA4H (paHkes, DTa
urpa HMIIIHANKHTHO }FHOIIOGJ].HBTCH HAparmyuBaHWKY IIPCIIEHTOE Ha KAaITHTAl H
Ak THYECKH TIPH3HAETCS TICERNIOUI PO — B "HacToAmel" urpe >xe He MOMKET
OTCYTCTROEATh NMEMEHT pHeka. Mexny Tem Bo "dpaHilyackol pynerke" prc-
Ka-To B HeT. Ilo¥ToMy CONpOBOXKIAIOIIMHA TaMy KapiHK IIy9Ile BCETO Pe3lo-
MUPYET 0coOEHHOCTE 3TOM HIPHl ¢ KapaHIAIlloM B pykax, ee, KaK cKaszal Gl
BaxTHH, KOMHATHHIH 8ypxyagHeli XapaxTep.

Bupmiumo, MECTHKa pYCcKOR PYIeTKH HEOTIENNMAa 0T HEKOTOPOHi moIH po-
MAaHTHIMA, CBA3aHHOTO C HpﬁﬁblBaHHcM Ha TIopore.

INo-nneGeficKH HIPalT M "HACTOAIIME, OTYASHHEIE HI'POKM ", KOTOpEIE I10-
eXaJH HA BOIR ACKITHUHTEIIBHO pamd HI"pr, XOTeIH Gbl HFpaTh XOTh BCHD
HOYb HOAPA] H OORITHO TIPOHTPHIBAIOTCS NIEPE CAMBIM 3aKPBITHEM pPYJIETKH,
HMEHHO B NOIHOYL J&1AA CamMble KpPYITHHIE CTABKH. HaL[HOHaJ'IhHOCTb ITHX
HTpOKOB HE YTOUHATECA, IIPSATICIIAracTCcd, 4T HX MHOIO H OHH paaﬂoﬁ
HAHHOHANEHOCTH, KPYITHO BRIUTPRIBAKOT MM HPOHTPLIBAIOT TAKOKE YYIIAKH-
AHMNMHMYAHE H TYPKH, CTPEMHTEIILHO BPLIBAIOIIHECH B cepyio OOBIIEHHOCTDL
HI'DH "Ha MeJIKHE TYHbIeHE", o0EIHY0 015 Pynerenfypra. Pycckasn pyser-
K4 BO BCEX 3THX CIYYaax OTPBIBACTCH OT pyCCKOﬁ HaImTHOHaNLEHOCTH: PYc-
CKOCTh OKA3HBAETCA He HALIMOHAJBHOCTHIO — 2TO CBOHCTBO CaMOH MI'pHI, OII-
poKHABIBAIOILER pacueT, HaHocanleH Mopaxenwe WHCTaHUMH Banka MM
TeprsAiel NopaKeHHe oT Hee (MPAYeM BakeH He ¢akT BEIBTPHIILA HIH IPO-
MIpHIDE, a camMo npebblBanKe Ha Topore, Ha IyaNH, IIoJ orHeM Barka),

Ariores Bce TeHAGHLMH "nnebeiickel" urpel mocTuraiwrtcs B LEHT-
PANBHOM 3IH30JIE poMaHa, Korja Anexcell BaHOBHY He NPOCTO RBIATPHIBA-
et 200 000 ¢pasKoB, HO MepeKNBaeT HETEIECHYIO TPAHCHOPMALIHIO — OKOH-
YATETILHO CTAHOBHTCSA MIPOKOM (KaXOBHIM OH BICPBLIE TI04YBCTBORAN CeBs
caens 3a HrpoH Gabymku. HecnyyalfHO 5TOT nu30a HAYHHAETCA CIOBAMH:
"SI npowren x ToMy camomy [Kypcus Mol — ML.P.] cTony, rie nageda cupena
gabymka". To ecTh HMrpox k&K Obl OTHIpHBacTca 3a Gabymixy,
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HEOOCTHKHUMEIL ofpaseil YHCTO PYCCKOH PYTIeTEH: ero BbIHIPRIIL NpHGIM3K-
TeJIbHO paBeH IpouTpruly AsTonHis BacuneesHe), Hirpa vper Ged pactera,
“KkaK B ropsuke”, "KaK-To MeXaHndecks, Gea MBICIH ", CTAHOBICHHE HTDOH 33
npenenaMi cy0beKTHBHOCTH JaHO 3nech B Hanbonee wucTol dopme: "5 py-
BASHIBANICH K HHBLIM I(paM M IIaHCAM, HO CKOPO OCTABNAN HX ¥ CTABHII
OnATh, mo4YTH Oe3 cosHanus... S nenan rpybre oMHOKH... CyacTee He npe-
pbieanocs!"17

Cam pacueT TIOfaeTcs Kak (PYHKIMS clydasi, OH 6CTh, HO K4K OTPHIIAI0-
mEH cebs, Kak ONHO M3 BTOPOCTENSHHEIX mposasneHnd datyma. B xomne
KOHIIOB I'epoit BHIMTPEIBACT B trente et quarante, B Hrpy, I'ie oH BooGille He
3HacT "IOUTH HH ONHOM crasgd". Ornyckanue ceGs Ha BOINQ CIIydas SIBIIA-
eTcd IIOMHEM, B CIIyYail, B TOM HEIORTOPUMOM "TETieps”, HeWaMEeHHO OKa3hl-
BaeTCA Ha CTOPOHE UIPOKA,

W xak Bcermga, B MOMEHT TOpXecTBYIOIero "celfigac”, noSemoHoCHoOro
cIIyyas pa3faeTcs IlepBoe Openylpek IcHHe: YeaKalTe, HIIA 3aBTpa BEL BCe-
Bee mpourpaete. [omHoTta 3Toro "cefidac" He MOXKET IUMTHCS, [IOTOMY ¥TO,
HOMPEKH YIIOBAHHIO HTPOKA, ¥ Hel'o HeT IPHHIFIA,

OT KapT H OT UCPH B KOCTH PYJETKA OTHHYAETCA TEM, YTO ABIACTCS COLLH-~
aIBHO-TEXHUYeCKON MAaInHOMH, MoMUYUHEeHHON HHCTAHIWEA BAaHKA ¢ Kpylle-
paMHt, MONHIHEH, CIyraMud, BHAAMBIMA B HeRHIUMBIMH YIIPaRISIIOMIRMHY,
KOTOpHIE IO BRICKA3AHHOMY HappaTOpoM IpPelIiosKeHHIO, COMEpXKAaT Kpyne-
POB, BEIIaBasg UM IpeMuM; "MHe KaoKeTCs TH KPYHepbl, BCer' 1A TaKWe YHH-
HBI¢ U NpelcTaBIdime H3 cefs oGHKHOBCHHBIX YHHOBHHKOE, KOTOPEIM
TIOYTH PEIIMTENILEH0 BECe PABHO: BLHIMTpaeT JIX GAHK HII IMPOHMIPacT, — BOBCE
HE PABHONYIIMHH! K TPOUTPHIITY GAHKA U, YK KOHETHO, CHAGKEHE HHCTPYK-
NUSME I8 [MPHBICTEHHS HTPOKOR H I BAMIETC HAGHIONCHES Ka3eHHOTO
HHTepeca, 3a YTO HeMpPEeMEHHO K CaMU IIOIYYalT IPHU3sl H HpeMHEw,"18 Jrn
TafHBIe areHTH BaHka paBHO Kak H JIpyrde, — HATpUMep, MaaMyas3elb
BraHIn, KoTopas cCy>XaeT HIpoKaM OeHE'H NOI NPOOCHTEHl — IPeBpallaioT
MaIHHy pucka, ¢aryMa, ciyuad B CTPaTeTHYECKYK HHCTAHOHID HaKOILIe-
HUS, CBS3aHHYIO ¢ OCHORHOM -- €CTeCTBEHHO, 1o JlocTOeBCKOMY, a He TI0
Mapkcy wm Pypre - $urypoli Karmrana, ToprobieH, HAKOTIIEHHEM Tepes
TPyQ, CTAHOBIIEHHEM "POTIIILIOM B TiSITOM IMoKoNeHuH". [1o oTHOIeH!10 K
OCHOBHOMY, MAUUCTPAIBHOMY IYTH UBHMEHHA KaUUTAla pyHeTKa nephde-
pHiiHA, MAPTHHATILHA, HO, KAK BRIACHAETCA (COBEPIIEHHO HEOXKHMIAHHC A
HappaTopa), OHa He PUBHOCKHT B 3TOT MPHHIIMI HHYErc KaTeCTBeHHO VHOTO,
HECOBMECTHMOr0o ¢ HakomeHuneM. Ho Tak Jemc oficTOHT He Ha YpOBHE
theHOMEHOIOT MM UI'PBl H TAKTHKH OTAEIBHEIX HT'POKOB, 2 Ha 60JI6e BHICOKOM
CTPATErHYCCKOM YPORHE — HA YPOBHE HTPH caMore baxka,

Pynerka He mpocTo He YPaBHUBAST MIAHCH HTPOKOB TIepell ITHIIOM CITyYast:
y3Ke TAKTHKH HI'pPH IPHHUANMAILHO MHOXKECTBEHHEI, TaK YTO MIPOKH He
coCTABMAKT enuustii Tul. [IpryeM He TONBKO "IXKeHTellBMeHcKas" Wrpa
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NPOTEKAET YIO IPaRMIIaM, OTIHIHHM OT "Inebefickoi”, Ho U 9Ta NOCeNHsA,
B CBOIO 0Yepelb, NOKpasfeNseTcs Ha Al NOIBHIIOB, OT HONMa, KOTOPHIT
HY3KHO HelTpeMeHHO OTJATb, [0 [apa, ¢ KOTOPEIM HEeH3BECTHO UTO nenath. Ho
ITO €I He BCE: 32 BCEMH AMITUPHYSCKHMH TAKTHKAMH, H3 KOTOPEIX CKIIAIILI-
Ba4eT A QJGHOMCHOJIOFHH HI'pBI, CKPBIBACTCA cmamrnqecmsi HHCTAHIIKA, KO-
TOpOH CIyXKAT KPYIEpHl, TONHINSA, POCTORIHKA-NPOLIEHTINHKH. .. ¥ CAMH
HI'pOKH. Jra HO-KadJKOBCKH HEBHIHMASA CHIIA OKAILIBAETCA IIPOTHBOIIOIIONK -
HOCTBIO TOT'O, YeM KaXKETCA: He MecToM, e ciryuali Geper pesanin y KaluTa-
Ja, 2 HaKOIUIEHHEM MOCPEICTBOM clIydas, HeoOXOIHMOCTEIO cIydJafiHOCTH.
3Ty MHCTAHIUIO HENb3S PASCIANETh, PEHOMEHONOT M KI'PHl TOILKO CII0C00-
CTBYET et COKPRITHIO.

CranopJIeHNe HIpoil OCYINEeCTRIsSeT MAME3HC, IMUTHpYeT pabory baHka,
Crap Hrpol, THIMAIT ceGA BOIMOXKHOCTH JIUTECA, OHBAIOT BRIHYXKACHE 3a-
HOBO 3aPOJIATbCH U3 KAKKOH cIyuaifHoCTH, B3 KKI0H "epeMeHH IIaH-
coB". Takoro Hrpoka BLIHOCHT 3a NPEeNbl COZHAHUA ¥ THANCKTHKH, BKIIK-
Yasl TAKOE JHATIEKTHUECKOE UYBCTBO, KaK MOO0BE, B KOTOPOM CYOBEKT yTpa-
YHBAET CaMoro cebs, HO Tak, UTO Yepes Her'o eIrle HHTEHCHBHEE COBEpIIaeTCs
Tpy1 HeTopHU. [IpHBASLIBaACEH K CNyUaliiHOMY PACTIONIOKEHHIO IIAHCOB, HAXO-
IACh B TOTAABHOH 3aBHCHMOCTH OT Hero, HrpoX (baKTHYECKH BRIGHpAacT
HEBO3MOXKHOCTE KaK YelIoBHe cBoel cobcTseHHOH BoaMoxKHocTH. B aTOM
xaTacTpoduyeckoM "reneps” oH o6petueH npoGeratk BCIO M'aMMY YYBCTB C Ta-
KON HHTEHCHBHOCTBIO, YTO CTAHOBHTCA GeCcUyBCTBEHHMM. B KOHUE pomaHa
€My yXKe JIOCTATOYHO HaGNIoNaTe HTrpy, YToOs B Hell YYacTBOBATE, HIIH JaXKe
TIPOCTO BUOETE €€ BO CHe. EMY yIaeTes CTATh HTpoii, Ho BHYTPH colcTBeHHON
rpessl o0 urpe. He cras urpoxom, Anekceit HBaHoBHY elrle criocofeH TIpen-
BHIETE (raTalbHyld HeoSXOMHMOCT: IPOHIPHIA B CIYHag, eCIIH kIrpa rpe-
BPALAETCA B OOMHHHPYIOIIYIC HIM [aXe ellHHCTREHHYK cTpacTs, CocTosa-
HHE WI'Psl KaTallVILTHPYET ero 3a Npelelnsl 3apaBoro cMeicna, Ho Tak Kak
HTpa, B OTIIHYHE OT GoNlee IAPOKOTO COLMANBHOG KOHTEKCTA, HE BOCTIPOHR-
BOJHT YCIIOBHH cOGCTREHRON ECIMOXKHOCTH, CTABKA HA HEe PACCMATPUBAETCS
B KOHEUHOM HTOI'E HE KaK aﬁcyanasl, 4 KaK HeHanexXHaA. B xoHLe pomana
Tepol HEOXKHIAHHO OKA3LIRACTCA HA BOCXONALIEH JHHHH WHEWBHIYAIIHH:
OH HAYKWHAET NMOHMMATh, 9T0 ¥ DaHka HeAb3A BRIMTDATH HH IIPH KAKUX
o6CTOATEIECTBAX, 9TO €re PAHOHANLHOCTL "yNaKoBaHa" B GeCKOHETHOM
YHCHIEe KAK [TPOUTPAHHBIX, TaKk H BHIACPAHHBIX CTABOK (Ha YPOBHE BOCHEMH-
SHaYHLIX YHCEN OJIHM TITOXO OTIIHYWMEE OT IPYTHX), B Iix HeHTpansHOM, Dea-
NIM9IHOM ClelIeHHH. [IepBoHavanbRe OITHMKSM, TOIBONABINME onpee-
JHTbL HAITWOHANIBHOCTH PYJETKH KaK PYCCKYIO, IpOHajacT: HEBO3IMOXKHO
cTatk abeypaoM §eCKOHEYHO yCKoNb3atowe pannonansHocTy banka, XoTsa
MOHHMaA Hrpy Kak haTym, "mreen” GpocaioT BHI30B MHTEPECAM KOHEUHOH
MHCTAHLIMY HaKomneHHs bonpuiore badHka, mocneIHUH napafoKcanbHEIM
ofpazoM JKHBET 3a CHET 3TOr0 BLI30BA, 33 CYET POMAHTHYECKOTO JXKEJAHHA
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ero OORTpPaTh, Kakol On HalMOHANBHOCTHIO 3T >kenarue post factum He
HAIEeISNOCk: PYCCKOH, aHTIMHUCKOH HIH Typelkod. B >KepTBY CIHUIKOM
BOJBHIIICHHOMY IpeficTaBneRulc of urpe Amexceli FBaHOBMY TPHHOCHT
CBOE IIpAaBO UYYBCTBOBATh, WCILITHIBATE 3MONIMH, OH "Iepemeseer” oOT
HEBO3MOYKHOCTH BOCIIPOH3BONATE Ce0 KAk JIMIHOCTE OGLIMHEIM CIIOCOGOM, 8
HEMEHHO: MCHBITHBAY 9yBCTBa: "... 4 Kak GyATO olepessHel, kak 6ynTo
3Arpsa3 B KakoH-To THHE", - IOBTOPACT OH Ipo ceGs. "Brl onepereHeNH”, —
BTOPUT eMy MHCTED ACTIEEH, _

Ha cMeRy cTaBKe KaK KPU3HCY H NIPe0HBAHHIO Ha TIOpPoTe IIPUXOANAT Gec-
KOHCTHAas acKes3a, CHy3KeHHe HEBHIHMON HHcTaHnuu. Urpa B KOHEUHOM
CHeTe CTAHOBHTCS CHOBUIHOL, OHA THCITHIINIMHAPYET, Hay4aeT GeCKOHETHO-
My TEpPIEHHIO B OXKHUIAHKMHE "HebecHbX" mMaHCOB. "f, KOHEYHO, XUBY B TIO-
CTOSHHO# TPEBOr'e, HI'Pat IO caMoil MaNeHEKOM U 9ero-To Iy, pacCymTh-
B0, CTOI0 TI0 ICIIEIM JHAM Y HI'POBOIO CTONIA H HaOMIONAF HTDY, HO TIpH
BCEM 9TOM MHe KaxeTcs, Y10 A kak OYIT0 ollepeBeHel, TOTHO 3arpsAl B
Kakoi-ro THHe."!? JapucaHHe, OTHANCHAS OT KOMIIEKTABHOrO HAITHOHAb-
HOrO HAYANla HMeeT CBOUM HCTOKOM GecKOHETHBIH pacuer, Ha KOTOPOM OCHO-
BBIBAaETCH Sanagsed Mup. [lomobHoe 3aBHCAHYE Ha BOCXOMSIIEH TTHHA WH-~
OHBUAYAITHY, HA TIYTH K BaHKY, — EIMHCTRCHHOE, YHEKATIGHOS B TBOPUECTBE
JIOCTOEBCKOI'O, M OH, KOHETHO, THITAETCA €0 JaMOPATHI0BATh PACCYHKIIe-
HHSMEH O "3JaTpaHHYHBIX PYCCKHX", O TOM, KaK OHH HyxHH Poccri mocne
KpPeCcTLIHCKOH pethopMEl M T.A. (OTYACTH HX MOBTOpsier BaxTHH Ha cBOeM
Gonee IpopaGoTAHHOM A3bIKE, HE HOMYCKAKMIIEM OpAMOH MOpalH3allyiH, HO
eme Goree riodansHeM). He TeKCT, BOTIPEKH CBOEMY aBTOPY OTCTAMBAET BO3-
MOKHOCTE OHTOJIOTMHECKOTO 3ABUCAHHA H ACKedkl, KOTOPKIE HEeNE3A ofKa-
TOBATE HA B KAKOM TOTHTHYeCKOH HIH PENHrHe3HOM macTaHnuu, CTaBka
OKAa3bIBAETCH KATacTpodol, U3 KOTOPOH 110 HEOOXOMMMOCTH 3apoKIaeTCs
NOpPSANCK; TPeOHBAHNE TIPH COLNANIBHO-TEXHHYSCKOH MAITHHE HaKOIIeHH s
He ocTaeTcsa Ge3 MOCIHSICTBHA [N [IHChbMA, HE YCTAIOINEro HACTAWBATL HA
cBoel HAI[MOHANBHOM CIeidIIHOCTH, HECBOIHMOCTH K AGCTPAKTHEIM TIpe-
00pazoBAHUSAM, TPAHCMYTAHAM. ¥ HEr'o Kax Obl [TOSIBNSETCS BTOpPOS Geccos-
HATENBHOE, KOTOPOS He MOLNAeTCs OIPEIEICHHIO B TEPMAHAX PYCCKOCTH/-
HePYCCKOCTH, SIBIACTCH GeapadNuuHEIM KO BceM BHIaM GRHAPHEIX IIPOTUBO-
TICCTABNEHIH,

Tloka repoii emie HageeTCst BRIHIPATE ¥ BaHKA (B LEHTPANBHOM 3IIH3OIE
BLIMTPBIIEA IO-KPYTHOMY), ¥ HET'O HET ACHOCTH OTHOCHTENEHO TOT'O, JI0OHT
ou Ilomuuay unu HeT. "He moMHI0, BISYMAall MK & B 5T0 BpEMsl XOTH pas3 o
[Momure", Ona eme ¢rocodHa MpuEATE GpopMy ofpasa, KOTOPHE 0TOIBHraeT-
¢ BHAJb, MAHUT Ha paccTosHEHM. [IoKa NIONBEMIEHO TONBEKQ ero 9¥BCTRO, HO
He 0H caM; OH ellle He NPHHANIENKHT OeCKOHeUHOH WHCTAHIMM HIPEHL
UyBCTBO MPUHAICKUT MOPAIKY 38KOHA, NIPeATIONaraeT TPAHCIEHACHTHOR
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HAYAI0 CYIIeCTBYIOMMM. UYBCTRO MOMKHO OIPEASNNTh KaK CIIOHTAHHOCTL
TPaHCI[EHIEHTHOT'0 Hadalla B HAC, B NIOOBY paly 3TOTO HaYalia MBI TepAeM
camux ceba. "Iepesenea", Anexcell IganoBNY nepecTaer 4yBCTROBATE, HU-
YTO HE MOXKET er0o cobNasHITL — Belh HACTAaHIHs BaHka, XOTOpO OH Telleps
CIIY KHT, paJIHKAIEHO HMMaHEHTHa MHDY.

B cBocM KETaHHH BLIMIpaTh ¥ BaHka repolf GeckophicTeH: (PaTAIbHBIM
715 Hero B KOHIIE KOHLOB CTAHOBHTCS KAXCALINA TOROPOT HIPAIILHOTO KOJIe-
ca. Vrpa YIpOrIIATHIBAET €I0, HO... YK€ YTPATHEIINM BEPY B BOIMOIKHOCTh
Kak HOGBJIBI, TaK H NOpaKeHHA (COpcBHOBaTeJIbHOCTB, OIITHMH3M BERIAOBA
OLUIA CROMCTBEHHEI NPYT0i THYHOCTH, IpaBia, HOCHTENLHUNE TOO JKe HMe-
HH, [IpelIecTBOBABIICH DOXCICHHIO Urpoka). Ilepel HaMH OJIHH K3 peaKHx
BApHAHTOB PENHIHOSHOHN acKesbl, Yyhel NEepPKOBBLID OKAIBIBATCSA BOKDIAN I
HIPhl B PYIETKY.

Ha imocnemneM sTamle TeKCT HAaYHHAST M3XKHBATh CBOM KaTacTpodram.
Happarop ycriest HATOBOPHMTD B OTHOIIIEHHH UI'Phl MHOI'O TAKOTO, YTO 10 (N
TMOCHE) YTREPIKASHH A KATErCPHYECKH OTPHIANOCE (HAIIPHMEP, BOSMOXKHOCTE
MAaJIoT0 HAKOINCHH IPH GOJLIIOM HAKOINEHNH BaHKa CHAYANa OTPHLIZET-
€4, a TOTOM yTBepaaaeTes). B kaxymelicsa anor HaHOCTH 3AKIIOUSHA ero JI0-
I'dKa, OTcTanBawiImas opMy xaoca, 3aKpelnsIoNnias B Ka4ecTBe Haubonee
€CTECTBEHHO Y HAHMEHES BEPOATHOCL. HaHPOTI-IB, Hanboee BEPOATHOEC TIOO-
Hep¥HBAeTCS HAHMEHee CHNbHBEIM YTBEPXKIEHHeM. B peaynbraTe MMeHHO
OYEBH THOE TIONYYAEeT CTATYC HAHMEHEES BEPOATHOIO.

TleproHa%albHas aHAPXMYECKAS IOIUNUS MO TOIAETCS MEXaHHIMOM ca-
MO HI'Phi: HE3AaBHCHMO OT MOTHBALHK OHa OKA3HIBAETCA HA Clyxk0e y HeHa-
BHAMMOr0 8y PKyansHoTo IOPSAKA, KOTOPHH Iepoll IexnApaTHRHO CTpeMHIl-
CA paciiaraTe H YHHYTOXKWUTE. CranoBneHHe cHAYATA HF]JOI:I, d IOTOM TIOCTO-
SAHHO HMMAHEHTHOE UTPE — 3ACTABIAMOIICE, B YaCTHOCTH, 3a0LITE TIepBOHA-
YabHO 0YEBMOHYIO HEM30eXKHOCTL TIOPAKeHNS — BeleT K "O[lepeBeHeHHKD",
OTMHUPAHHAIO YYBCTB, B TOM 9HCIIE KONIEKTHRHCTCKOT O 9YYBCTBE, ITO3IBOJIAB-
mIere oHpeneJIHTE HAlHOHANBHOCTE JazKe TEXHUUECKOH MAITHHR. BRigcus-
ETCA, YT HrPoH MOXKHO GBITO GbI CTATh, K bl Ha YPOBHE GeHOMEHONOTHEA
OHA HMEJA CAMOCTOATENBHEN aBTOHOMHEIN TipuHLIET. Ho ero-To oHa ¥ He
HMEeT — TaK 4T0, CTAHOBACH NT'POH, BCET la CTAHOBATCA YacThio f0olee mIpo-
KOro COUHaANBPHOPO KOHTEKCTE, YEM HI'DA, BO BCAKOM CIIyvac Bonee HOTHPOKO-
ro, 4eM TeXHHUYECKas MallMHa HIPsl, Belpoc ¢ HAWOHATLHOCTH PYJIETKH
OKAIBIBAETCS ITOABEIIEHHBIM, HEPAIPEIIHMBIM, PYIeTRa IIOMUHHEHA IPHHLIN-
Ty OpPraHH30BAHHOM CYJafHOCTH, TOT' A KaK HALHOHAJNBHOCThE MOXET GLITh
TIPUITHCAHA THLIL CYIECTBYKNIIEMY TI0 HeoBXomumecTH. BMecTo Toro 4Tofs!
NIPHHATL HABA3LIBAEMYIO €if HALIMOHANBHOCT, PyIETKa MANIACT HAIIMOHAL-
HOCTH HI'pOKa — £6 Cﬂy‘laﬁHOCTb Ha TIOREPKY OKA3LIBACTCH IIPOSABICHHEM
TORYHAMOWEH ero cebe opranmsanun Baeka, Bufpachirasch Ha neprde-
prro GypxyadHOTQ OGLUECTBA, OH CTAHOBUTCS TIOMIISH-NPOJIETAPUEM; Uepes
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HEro, yepes ero HaGMIOMEeHNWe U CHEl PellacT CBOH NpofneMel BaHK, To ecTs
KAaK pa? Ta HHCTAHIHA, 34 CUeT KOTOPOiH NMEPBOHATANLHC OH KaK DYCCKHIt
CUHTAT ce0s BUpABe XKUTh. TEKCT ¥ He TIHTAETCsA CKPLITE HPOHHH, RaKITHYCH-
HOM B 9TOH uTorosoll TpancdopManyy.

B crope "mxkeHTeNbMeHCKON" 1 "mneGefickol" HIDH HAPPATOP, KAK MHI
THOMHHM, PEIIMTEIbHO NPHHHMAET CTOPOHY IIOCIeNHeH: ropAlAe Iliada
ONEPKWMOI'0 BEIMI'PHILIEM HI'DOKA NPH3HAINICA JAKOHHBIM 3JICMEHTOM KT -
PHL, He HMEKIIel BHYTPeHHe ¢ 3aK0HA, a H3HAN3M Hrpaonuex " s gado-
MeHHA Ha IIaHcaMi” JaKIeHMISeTCH KaK NpoABleHre OaHATRHOMO JIIIeMe-
putsi. DaKTHICCKH HMEHHO "TnefeHcKUM" CTHIIAM HIPHL HEPBOHATAIILHO TIPH-
IIHCBIBACTCA BLICUTHH APHCTOKPATHAM: CTPEMACH BLIArDATh "TElleps" K "BO
yTo OBl TO HH CTAIO", HCPOK, KAK MY KasKeTCs, TIPEBPAIIAET PYJIeTKY B aHTa-
COHMCTHYECKHI TI0 OTHOMEHMIO K SypaKyasHoMy obinectey wactutyT, Ho B
koune "Urpoka" "mKeHTENbMEHCTBO" HEOKHIAHHO TIOBOPAYABACTCS K SHTA-
Teo ApYrol CTOPOHON: HA CBUNETENLCTBA HAWBHOCTH JaHAMaeMasl I3KeH-
TEIBMEHAMH JUCTAHIMA 110 OTHOLICHWIO K MI'PE CTAHOBUTCS 3HAKOM HCKY-
IIEHHOCTH H IIOHYMAaHNsA YCTpoHeTea BaHKa, CKPHTOrO 34 MeCTPRIM MHEOTO-
ofipazdeM KOHKPETHBIX cTUNel Mrpel. JKeHTENEMER 3apaHee 3HAET, ITO BCe
CTHNH UTPH BEOYT K MOPAXKeHHIO U He BCTynaeT ¢ BauroM B Gopely, Kote-
pyio cumTacT Gecnoneamoi. Kpome Toro, Haxomsick Ha MarHCTPAIEHOM Jiv-
HHH HAaKOMIeHHA (OyMy4H KaHTAIHCTOM), IDKEHTEIIEMEH MOKET TIOIBOIHTE
cefie BUIETH B PyRETKE JHIL 3a0aBy, MEXNY TeM Kax nneber OTHOCATCS K
HIpe Ha PYJETKS arOHHMCTHYECKH, CEPLE3HO M HAHEHO, B KOHETHOM cueTe
BHicIIel opMOil CEpPRE3HOCTH CTAHOBHTCH HMEHHO 3a6aBa WM, 9T0 TO XKe
camoe, YBaXKeHHe K BaHKY KaK CKPEITOMY 3aKOHY UIpH B pyneTky. [lneGen
JKE IO MOPHL I0 BpeMeHH BooSIe UrHOPHPYIOT HacTanaK Banka u medcT-
BYIOT TaK, KaK ecid Gbl Hrpa He I0JYMHANACH HHKAKOMY JAKOHY M OHH MOT -
a7 Gbl et ero Hapasarsb. Ha noBepky 3Ta cOpeBHOBATENBHASA YCTAHOBKA OKa-
abiBaeTca Gonee GHAOPYKOH, ueM orpedieKCHPOBAHHAS APHCTOKPATHIECKAA
Gen3a6oTHOCTS.

B mopripe onrTHMMEMAa Oy Iymuit Hrpok 06bABISET B Hadale poMaHe, uTo
"rpA3s”, CBA3AHAANA C UTPOH HA BRAPEHIL, eMy "pONCTBEHHES, CIOIpYUHee",
— Bellb B HeH ABHO, OTKPHITO MPOABNAETCS TO, 9TO CTHAIHEG CKPLITO B TOD-
roBIIe H HAaKOIJICHHH KallHTalla: HeTIPHATHH €My Ha TOM 3Tale, HalPOTHB,
CEpPEE3HOCTE H BAXKHOCTE, ¢ KAKOH pPYIeTOUHAs ITYOIMKa oGCTYIIAET CTOMNb, T
BUIHMOCTH IOCTOMHCTBA, KOTOPYIO OHA X09eT IIPY 3ToM colIIOCTH. Briocne -
CTBHH, korna baHk kKoMnpomMeTHpyer ceds Kak MapruHaIbHAsA HHCTAHIAA
HAKOTIIGHUA, PACCEHBACTCA M OITHMH3M, ¢ KOTOPHM Iepod "HCKDeHHE H
OoGpOCOBECTHE NMpHYHcngeT cebq Ko Beel 370H cBonoun”, OKA3LBETCA, YTO
IIPaBHi TYKEHTENBMEHH, 114 KOTOPHIX HIpa ABRAACICH HMEHHO H TOJIBKO M-
poii, Gonee cephe3Hbic MMOANHHATLHBIC HHBECTHITHH B HIDY pacCMAaTpHBAIOT-
¢A KaK HeHafeKHEE H HepeHTaGensHple. OHM OXOTHO NPHIHAIOT 93 BaHKOM
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HUMEIOT HYXK K — PCBHOCTHO cIIocOGCTBOBATE peamH3aniy UM 3TOIO IIpana. B
KOHIe TIPOTHBOCTOSHHE cMelllaeTes: yxe He "miuebetickas urpa” mpoTuso-
CTOMT TOProBIe, 3 MaprUHANBHAA HHACTAHIMSA HakoIueHUs (Bank) aroHH-
CTHYECKH COCYNIECTBYET ¢ HHCTaHuMel nenTpanbHol (kan@Tam).

H3 "exquHCTREHHOrO BEIXOA U CIIaCEHHA" pPyJeTKa IpeRpamaeTesi B 00b-
EKT KYIETd, KOTOPOMY HIPOK MpefaeTes co Bee GONBIIMM pReHenM. CyniHo-
CTHAH PYCCKOCTh PYNETKH YTBEPIKAAETCS TBAMKEBL, B HAYATIE M B KOHIIE poMa-
Ha, HO CMBICI 3THX BBICKA3LIBAHHH 10 NPOTHRONONOXKHOCTH pasnuveH. B
repeoM cryyae $pasy "pyneTka coaliaHa A pyccKux” clenyeT NOHHMATh
pPamMKANLHO: PYIETKA 3AMEHSET JIIA PYCCKUX IIpHoGpeTeHHe KAlIHTATa, PYC-
CKH TOIIBKO H PacCYATLIBAET 4TO Ha pyneTKy. Bropad dpasa BKIAIMBAETCA
B yCT2 aHr IMYAHUHA, MECTEPY ACTNEl0, H 3BYUNT TakK: "Pynerka — 3To Urpa
IO TIperMYIIECTRY pycckas”. KoHTeKCT afiechk CYIIECTBEHAO MeHseTCA: ""BHI,
PYCCKHE, He IICHAMAETE, YTO TAKOE TPYZ, H HOBTOMY HafpackiBaeTechk Ha Py-
JIETKY, BE CIOCOOHE COBEPIHATE TONBKO GECCMBICIIEHHBIH TPYI HI'DH, XOTO-
poiii Bac xe pazopsieT'. Telepr yke pynerTka CTOHT MEXIy UIDOKOM # Poc-
cueif, pyceKOCTh PYNETKU SIEISIETCA MIARHEIM TPEIATCTBUCM 1A BOCCOSHH-
HEHHSA ¢ PYCCKOCTRI0 POCCHH, HALMOHANLHOCTE HIPHI JTHIIIACT HTPOKA er'o Ha-
HHOHATEROCTH, Tlo3ToMY Tak IIECCHMECTHIHO HACTPOEH B OTHOIIEHHHU CYIlb-
6bl HTPOKA ARIAMYAHAH: .. BBl OCTAHETECh 3MECh, W Ballla XKW3HB KOHIE-
Ha".20 O ToM, 9T06HI BRIMFPAaTh ¥ PYIETKH, OTHICPATECS, VK€ HET U pedH;
HAIPOTHB, JOMYCKAETCSH, UTO B OYIYIIEM PYCCKHE HIDOK MOXKET TOHTH 0
BOPOBCTBA. ..

HTak, TperMyHIECTBEHHAS PYCCKOCTh DYNETKH YCMATPHBACTCS Telleph B
TOM, UTO, BCTYNAA B TOTANBHYIO HTPY TpoTHE Badka, Mo onpefeneHHOR
HCXOTHOH HAIHOHATLHOCTH, 4 HMEHHO PYCCKHE, BIIOCIENCTBHH Iopadolna-
10TcH Tem ke BaHkoM, mepeskuBaloT HeTelneCHy 10 TpaHChopMAaIvin 1 U3 aH-
TArOHHCTOB BE3AMETHO JUIA cels CTAHOBATCS CAYINAMH 2TOH HEBUIMMOH HH-
cTaBuuy. Ha 0THeNbHblE PYNETOYHEIE TIOIBUIH CHOCOOHE! aHT THYaHe, TYPKH
H JIOMH HeolpeleNeHHOH HAalMOHATRHOCTH, HO CHCTEMATHYECKOE CIIy>KEeHHE
UI'pe — Ieno 110 HPEHMYIIecTBY pycckoe. CyLlecTBeHHO HE TO, HIPAIOT I10-
KPYIHOMY HWJIH "Ha MEIKHE I'YIBACHB", CYLIECTBeHHA CaMa CTABKA Ha urpy,
KOTOpast 33CachbiBacT HIPOKA B MAIHNHMHY MIPHI, NENAET ero OYHTYIOINNM BHH-
THKOM 3TON MAIHALL

TakymM 0GpazoM, HaKoTIIEHHE JEKHT KaK B OCHOBe "HpHIH4HON dopmbl”
{¢paniy3s), Tak K B 0CHOBe GOPMEI Xa0ca, KOTOPYIO PYCCKHE CTPEMSITCS Ha~
BASATL PyNeTKe; HMeHHO xacc B "Hrpoke" HenaBexxHO H THPaHMYECKH
odopMIIeH, HHAYE eMY He TIPSBPaTHTL "TIPHINYHYI0 GopMmy” (IIpexae Beero
IXKEHTeALMEHCKYIO MIPY, Ho Takxe dopMy moGBH) B CBOS DOMOIHEHME, JTa
JIOrHKA TEKCTa MOPOXKXAET ABOCHUE GUIYp POMANA: TAK, PyccKas OaphiHs
TIaJKa Kak Jo ¢paHly3cKoi "npunrdHoil dopMer", Tak H 1o $OPMEL Xaoca,
POMBHTHUYECKH MOHHMAEMOH KaK TOTANLHLIM PHCK B MOGBH, B UTDE, BO BCEM
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POMAHTHYECKH IOHUMACMOH KaK TOTAIRHHHN PHCK B MIOOBY, B EI'pe, BO BCEM
(repoit, 4ToGH DOKA3aTh CROK NMOGOBD, MOCTOAHHO MPERIATacT ILOKEPTRO-
BATh XH3HBK, OPETHYTh BHAA ¢ "MyaHTa", BRIABATH KOrO-TO HA MysMk). Col-
CTBEHHO POMaH YCTPOeH K4K MAIIHHZ IIo nepepaboTke GOpMBI xaoca B “IIpH-
JHTHYIO" $opMy, N0 HPADPYICHUIO H AKKYIETYPALMHA T'epos.

Hucrannmeti HOMIHHEONC HEMPUPYTaeMOro KaTacTpodmama Spisercs He
pyiieTra, a kaHEGaMM3M caMoro TekeTa JlocToeBckoro. TeKCT MOCTOSHHO
TIPOTJIATHEIBACT CBOMX I'¢poes, "sa0bBaeT" HX: TIPOCTO TaK, Geq 00 pACcHEHUA
npuans. [lepsas Berpeda Anmekcest Flradosuda ¢ Tlonuuolt nponcxogur y
droxTaHa, KyNa TeporHs IPABOIHAT cBolo cecTpy HameHbky, a repol — yun-
TElb B MeHepanbCKoi CeMBE — CBOST O BOCTTATAHHEKA Munry, Ouu cansarcs Ha
cKaMeHKY U OTIYCKAroT oB0HX AeTel norynars K Goutany, B koHme pasro-
BOpa "oHa kKIMkHyNA HaneHbKy W OOINMa K BOKCATY... Sl ke cRepHYN Ha 1ep-
BYI0 IICIIABIIYIC TOPCKKY BIESBO, 00MYMEIBAA H YAHBIAACK... Sl BECh mOT'py-
AUICA B AHAIIM3 OIMIYLIEHUS MOUWX UyBCTB K [ToumHe" .2l A Kyna xe, ¢ yxKa-
COM nyMaer YHTATeNk, TONcRalcsad Muma, Takske OTOYIIEHHEH HCPaTs K
donTagy?! OH npomal, ero — OpHYEM HeIPEMEHHO, KaK O IIOXOMs1, MEKIY
TSN — MOTTIOTHN TekeT. [lepen HaMH OIOHH H3 CIyYaes HACTOAINCTO, HEYCM He
OIIOCPENOBAHHOD KATACTPpodHaMa, HEBO3MOXKHOTO IPUMEHHTENHHO X HI'pe.
YHCNO TAKUX MEITKAX, HO HENOMPABAMBIX [yaM IOBOIBHO BEHKO.22

B oTimume 0T MHOMKESCTEA HODIOMEHHEIX TEKCTOM CyH.EHOC‘I‘CI:'I, B KOHIIE
poMaHa, YTPATHB NPEZIIECTBYIOUIYIO HACHTHYHOCTE, epoll BOCKIMIAET
"Uro s Teneps? Zéro." EcrecTBerHO "ZE€ro" B 3TOM KOHTEKCTS 3HAYHT "HONL",
"HHYTOXKECTEO", "IyCcTOE MECTO" €O BCEMH IPUCYLIHMH 3THM CIOBaM MO-
paTBHBIME KOHHOTAIMSMH. Takoe IIPO9TeHHE MOJCKASEIBACT HAM 3N PABHIL
GMBEICTI, HO BaHHOe 3HAYCHAE CII0BA "Z6ro" BOZHHKAST, KAK M5l YOSIMITUCh, U3
HI'PHL OPSICcHecTBYIOIMAX IpelcMEICTOB: N3 0abymKuHON cTaBku Ha zéro,
chenapiiet 13 repos Arpoka; B3 z€ro Kak "BeIrofbe” camore Banka. Kopoge
H3 2600 KaK HEYTO B HACTOSAIIEM HeOOXOAUMO ClISIYET TAKXKE Z¢ro Kak BCS B
KasK oM U3 Oy IyIHx, 3aBTPAITHHX "Telieps”. B IpoTHBOMONOKHOCTL HpaR-
CTBEHHOMY "HYITH", TpeICMBICIIE IPAKTHUECKH NHIOCHE aHTPOIOMOPdrEix
00epTOHOB; B IIPOTHBONOIOAHOCTE OIATh 2KE HPABCTBEHHOMY IIPOUTEHHIO,
HMEIRIIEMY OTABYKH H OpPelieIeHTH BO BCEM TBOPUeCTRS JIOCTOSBCKOTO, aH-
HEI{ HaG0p IPENCMBICIOR [TUTACT TONBKO 3TOT POMaH MHCATENA, OH GecCOaHa-
Tenex 1 HeeBobmaem. TIpu sToM Urpa Ha pyneTke (3[eCh ONATL-TAKH HENLIA
COCTACHTRCA ¢ BaXTHHLIM) He HAXONMTCS B feATpe pomana JIocToerckoro, 23
B neHTpe HAXOMUTCA YYBCTBO M €I TEPEKIMIOYEHHE ¢ KEHIIMHbL Ha UEDY,
NATPUOTHSM, TepeXONANME B CTPEMICHIS OTIPEEIHTE HAITMOHANBHOCTS M-
PEI, TIOTIEMHKA ¢ "3ar'PARHTHEIMYA PYCCKUMH" M IpyrHe SMOITHOHAILHEE H
HIEOJOTHUECKHE CIOXKETH. Arpa HAXOIUTCS Ha Nepudepuy poMaHa, HO 3TO
Taxas nepuepHs, KoTopas MOCTOAHHO BTOPracTes B UeHTPANbHYIO, TyBCT-
BEeHHO-HICONIOrAIecKyo cdepy, necTabmmsnpys ee. M oHa, KaK Mbl HMeJH



Pycexas pyneria 35

cityuaii yGeTHTLCA, HMEET CBOKO JIOTHKY, He CKIANBIBAIONIYIOCS] B GUrypy
HCTHHBL.

$1 Hawan pa6oTaTh HaJl 3THM TekcToM B Vtaxe (mrat Helo-Hlopk) B mexa6-
pe 1992 ropa, HOTOM HAHONTCG 3abpOCHN CIENAHHBIN HabpOCOK H BO3BPAaTHII-
¢ K HeMy yke B Mockse oceHbio 1994 ropa.

PvnynscoM k arensie "Hrpoka" neppoHadansio Obil SK3HCTEHITHAIBHBIN
OTIBIT 3MHIPAIHH, COCTOAHHA GeckoHeROM MONBEINEHHOCTH, OXKUIAHNUA U
TePIeHN A, KOTOPLIM XXUBET HI'POK B KOHLE POMaHa, XOT 1A PYCCKas PYIeTKa
OKA3HIBASTCA IHIIL HeCYITIeCTREHHOM 9acThio HTphl BaHKa (TpyTHO nepeolie-
HHUTh 3HadeHHe BaHka B aMepHKAHCKON KyNLTYpe, MOXKHO CKa3aTh, YTO 5Ta
HHCTaHIIMA TaM CIMIIKOM CYIECTBEHHA, yTOOH CTaTh OGHEKTOM OCMBICIIE-
HHUA). ITO COCTOSHHE NOBEIISHHOCTH B AOBOILHO KOMGOPTHEIX, HopMak-
HO NpopaCoTaHHBIX [IPOCTPAHCTBAX, KOIIA OHO NJIMTCA JONI0, HAIO IIPH-
3HATHLCS, HEPASPEIIHMO — OJHOBPEMEHHO MYUYHTENIBHO H CKIOHHO ITPOJLIATE
cebs B Geckoneunocts, HafiTn sHaunMylo Metadopy 5TOTO COCTOTHMA BCe
PABHO YTO CO3HATE II0 OTHOIIEHHIO K 3TOMY 3aBHCAHWIO MAHHMALHYIO JTHC-
TAHUHK H ¥Ke C Hee, C sTOMH JHCTAHIIWH, NPHHATE IIEPEKHABAEMOE COCTOSTHUS
KaK (paTyMm, KOTOPEIA coBepHIaeTes He ¢ Tofo#. OxaspBaelibes, ¢ ONHOM CTo-
POHEL, 0] HTABICHHEM TIOCTOAHHO NSHCTBYICIMX NPHYIHH, 4 ¢ EPYToi, XKH-
BEIlb BHYTPH MeTaopsl, B 3aMKHYTOM Kpyre 3¢ QekToB-cleicTBiM, KOTo-
phie yaxe He Hy>KIaioTcs B IpHIHHAX, 24

Jpyroii aroHUCTHIECKOH CTOPOHOH PycCKag PyNeTKa NORCPAUHBACTCA B
Mockee. To, 9To He ynanoch peanu30BaTh HH §a0yiKe, HH "MOIOZOMY YelIo-
BeKy", HM caMOMY MI'POKY, PEATM3YETCS B HanleH collMalbHOR peanbHOCTH
6es xkakore-mifo BMEIIATENLCTEA BONH OTREITBHOMO YelIOBeKa: HeCoCTOAB-
meecs Kak COIHATSIIEHAA CTPATEMHA B THIaHTCKHX MacurTabax OCYIIECTBIIA-
eTCsA HeNpelHaMepeHHo, A umeio B BHIY, KOHEYHO, PYCCKYIO DYNETKY He B
npopaloTaHHOM SMHIPAHTCKOM BAPHAHTE, & B &€ IEPBOHAYANLHON HIIOCTACH
— B KAYecTBe paJlMKalbHO AHTHHAKOIIMTEIRCKOHM HHCTAHIHA, paspyIlaolle
crparerHd Banka, To, 9To He ynanock MO-MMYYPHHCKH NPHBHTL 3amagHoH
COLHANLHO-TEXHMUECKOH MalllHe, caMo cofod NpoH3poCcIc Ha TOCTCORET-
CKoOH noyse. Pycckas pyieTka cTala TOTaNbHOH, IPAKTHYECKH KOYKCTEHCHB-
HOH conpaneHoCTH. TIpHHIKI HOTNaYa OREPXKAN pEITHTENLHYIO Mofeny Hax
TIPHHLHTIOM HAKOILIEHH S, cpellHee 3BeHO MeXK Iy theepHUecKHM oforameHn-
€M M TOTAJILHOH IToTepeH NPaKTWYeCKH HCUEsJIo, a BMECTe € HuM 0GeceMBbIC-
THJICA TPYR KaK OCHOBA CTPATErHH HAKOTLIEHHA W HCTOpPHH, BRIMBIBAIOTCSA
BCC MEXAHMIMEl OIIOCPEJOBAHHS, HEBHIIONCHHE O00ABATENLCTE CTAHOBHTCA
NPABUIOM, a4 HX BHITOJHEHHE — HCKIIIOYEHHEM, KOTOPOMY HE YCTAaelllh Y AHB-
JIATHCH.
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M=l oxa3amHck Kak Ob1 BHYTPH PyccKo# pyJIeTKH, UI'phl 683 IpaBHIl Iep-
MAHEHTHOT'C CTAHOBJICHUS HI'pOH, HE NPUBHTOTO HHM K Kakoill rexHuvyeckoi
Mammee, caoco0HOH BBIAATh OpeICcKadyeMBlH, OMHOZHAYHLIH pe3yILTAT.
Buytpu 3T0H boneimoit Pycckoit Pylnerku?’ HEBHIAHHO PaiMHOXKAKOTCS
HMIOpHEE J0Ma, B KOTOPHX HI'PAIoT Ha PYNISTKE, HX Teneps b Mockse Gommle,
yeM B0 bBeeit Eppone, Kpyneps Takske HEROIMYTHMO, KAK MPOCTRIC YHHOBHH-
KH, KPYTST KOJIECO, IYCKAKT IIapHK 10 KPYT'y, HO BHHIPABIIHM YacTo He
AT TIOMEHATE QHINKH Ha ISHEMH, HM MATKO "COBETYIOT" IPONOIIKATE HI'-
py. OHH BO3BpAINAKOTCS K CTONAM H CHOBA CTABAT B HaIexkK[Ie Ha TO, ITO 33
KpynepoM cTaHeT DNONHUcHCKHH, 34 MOIANeHcKuM — GaHKUp, 33 HHM —
OPYCT, 4 34 3TUM HOCISIHHM — NPOCTO TPYRALLKICA H KOIAINME 4el0BeK
(u3 Tex, ybe OOHIEE TAK YTOMILAET Ha 3anane)... Moxer 6eITh TOrMa, 06Me-
HAWOT (UINKE Ha JeHBI'U H JATYT BO3BPATHTLC JOMOH,

Hraxa, nexape 1992 r., - Mocksa, ceHTABpE-0KTAGPS 1994 .

IlpuMeganu s

1 M. Baxtns, TpoGuessr mosrexn Hocroesckoro, M., 1979, 200, Baxtun
TAK>KE YPABHABACT HI'PH, CBA3ZHHEIC ¢ JIBIDKEHHEM YelIOBEUECKON PyKH,
¢ PYNSTKOH, [Nl MEXaHHYECKH BHIKETCH Koleco MamHHbL, OH CYHTaeT
MX OJWHAKOBO KapHaBanuHayeMmbMu. "TIpupona Hrpel (B KOCTH, B KapTH,
Ha pyJIeTKe H T.I1.) — KapHABAIIbHAA [pupona” (Tam ke, 200). Mexmy Tem
BO3MOXKHOCTH KApHABANUMIANKH TeXHUYeCKOH MalIWHEI HECPABHHMEL €
KapHaBaNH3alHeH TPAgHIMOHHBIX a3aPTHLIX WCP, ¢ NPHCYIIEH ¥M BO3-
MOXXHOCTLIO ITYNSPCTEA, IOBKOCTH PYK H Ip. B mepBoM cify«dae oHH cyme-
CTBEHHO MESHBIIHS,

2 ®.M. HocroeBckuit, IToaHoe cobpanne countenns, Jlennnrpan, 1973, T.
5,217, ;

3 Tam xe.
4 Tam xe, 225,
5 Tam xke.
6 Tam xe, 214.

7 Tam xe, 273. Jlo TOTO KaK YBIEULCS MTPOIt, 6aByIika TONBKO H IE/1aeT
YTO 3aJ4eT BOIpeCH], Kak OynTo B I'epMaHH OHAa JO/IKHA 3aHOBO OHO-
3HATH BCE BElllH, MOJIYIHTb HX HOBOE ollpefieNieHye. OHa CIpanInBaeT, KTo
H300pakeH HA KapTHEE "MRGOIOIHISCKOT 0 CONCPRARNA", TIPHHHMAS €¢
32 HOPTPET; B HOMEPE OTEIIA €€ HHTEPECyeT "9ITO CTOMITE KOBPH B COAlbHE

H I'I¢ HX TKYT ; OHA MOYCMY-TO IIPHKA3BIBACT BRIHCCTH H3 KOMHATH
CAKCOHCKYI0 CTATYITKY. To K& OTHOCHTCS K JIHIIAM TIPOXOXKHX, JeTalIIM
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MecTHOM 0GCTAHOBKH, HAIIHOHANLHOCTH HIPAKILell HA PYIeTKEe AAMEL B KO
MHOFOMY OpyroMy. Tak B cOBeplIEHHO HOBOH M1 HUX OGCTAHOBKH BEIyT
cels MasleHEKHE JETH.,

Tam xe.
Tam xe, 265,

"HocToeRcKHH, KAK MBIl 3HAeM, ARIAETCH BEIHKYUM HCKATENEM WCTHHEL,
I'EHHEM GDIIGSHEHHOI:i OYXOBHOCTH, HO OH — H 3TO HAM TaK2KE H3IBECTHO —
He SBIFeTCH BEJHKHM IIHCATe)eM B TOM CMEBICHE, B KaKOoM HMMH GLUIH
Toxcro, Iymkud 1 Yexos. H, 1108TOpAI0, He OTOMY, 4TO CO3IaBAEMBIH
HM MHP HPPEalicH, a IIOTOMY 9T0 CO3MIAH OH Uepe39yp IMOCIEIHO, &3 TOro
YyBCTEA TAPMOHHMH H 3KOHOMUH [cpelcTB — MLP.], ¢ KOTOPEHIMAE He MOXKET
HE CYHTATHECH W CaMblil UPPAlHOHANBHBIA HIefeBp (ITOObI OLITH HIENEB-
pom). TTo-croemy JocToeBCKHI KyRa KaK PallHOHANICH. .. H XOTS MPHBOIH-
MBIe AM (AKTH ABISIOTCS OYXOBHHIMH, a TEPOH €r0 — IPOCTHIME HIESAMH
B JIHYHHE J'[IOJICI‘;'I, Hx BB&H.MOJIGfICTBHe H pa3BHTHE OCYINECTBIACTCA C I10-
MOHIEK) MCXAHHYCCKHX METOIOB OaHATRHEBIX KOHBEHITHOHANBHEIX POMAHOB
konna X VIII-nagana XIX 8B." (V. Nabokov, Lectures on Russian Litera-
ture, San Diego, N-Y, London, Harcourt, 1986. 130).

Ha xapnasanusannio paGeraer ¥ uexappa sanwT B "Hrpoke": Tanepsl,
¢paHKy, ryIbueHs, GpuEpuxcaopd, IYHIOpPH], MAPKH, PYGIH, 30JI0THe
H OyMaKHEIC IEHbI'H, KPENHTHEIE OHNETE H OONHTallHH, — BCe 3TO KpY-
JKHUTCA B GellIeHOM XOPOROIE, NHIIAA HAC KaKHX-TUO0 opHeHTHpOB. O CO-
OTHOIMIEHWH GONBLIHIHHCTBA BANIOT MOKHO TOJIBKO JOTAXBIBATHCH, H 3TO
COBMEeT ¢Ime OOHY PYNETKY, (aHTAIMHUPYeMoil HappaTopoM ofpas NeHer,
OECKOHEYHOCTD KenaHus oGnagarh MMHE, UeM BRIIIE NOTEeHIHANBHOCTE
[eHer, TeM CHIILHEE XKellaHHe.

Kpome Toro, TeKCT MOCTOSHHO "IIPUBAILIBAETCA" K KOHKPETHREIM Nie-
HEXKHBIM CYMMaM, KOTOPHE JIHX0PAl0YHO HHPKYTHPYIOT MEXKAY ero y4a-
cTHHKaMA: GalyIiKa maeT Urpoky cseprok ¢ 30 dpunpuxcnopdamu, koTo-
phIe TOT BOSBpAlLlaeT eff, Korja oHa HAYHMHAET NpoHrphiBarkca. Ho TouHo
TAKYIO 2K¢ CYMMY Cam I'epoil NaeT Hekoll "GneqHoH JaMe” B LEHTPaNbHOM
sanaoge. Ilomasa nomkHa le-I'pie maTLACCAT THCAY HPAHKOB, H TAKYIO
xe cymmy Anexcell MBaHosug oTiaeT M-1b bianm 3a 1o, yTo0bl nIpoBe-
¢TH ¢ Heli Mecsan, B [Tapike. (Mmenno oTclona 6epeT Hadano ero nmopaGo-
1neHHe BAaHKOM — Belh MEHAIOMAA HMEHa, KaK NIepYaTKH, M-JIb BiaHnr se-
ngeTca areHTOM BaHka, oHA CCYXKaeT HrPOKaM NEHBIH TTIOJ IMPOIEHTLL, TO
€CTh TIPAKTHYECKH HE PHCKYS, YIACTBYET B HaKOIUIEHHH, OCYILECTBIIsIE-
MOM BaHKOM.)

OnHa H3 OCHOBHEIX TIPHUMH HeM3MenHoil nonynapHocTH JlocToencko-
ro e Enpone ¥ CIIIA — nanuuwme B ero poMaHax ¢anTasMupyeMoro ofipasa
HeHeT, 3TOr0 30JI0TA-3KCKPEMEHTOB, TIOIHOT'0 H MAKCHMANBHO YaCcTHY-
Horo obvexra. He notomy nu Habokor HasbBan KOMINEKCH, KOTOPEIMY
crpamaioT rnaeHele repon octoeBckoro "modpefropekumu”? Bens
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Mrxann Parnas

TEXHMKA PHAHAHASA B eBPOIIEHCKOI JIATEPATYpPe HEOTeIMMA 0T 3pOTHIA-
1AM JeHer.

® M. Nocroescxu#t, Homx, cobp. coy., 1. 5, 223,
TaM ke, 262.

Tam xe.

Tam xe.

Tam xe, 262-263.

Tam xke, 293,

Tam xe, 273.

Tam xe, 312.

Tam ke, 317. Tosopsa o ToM, uTo Anexcell FraHORMY, HE3ABHGAMO OT
TBOPIIA, OKAILIBAETCA HA BOCXOUIIEH IIMHNH HHAHBALYAINH, S BMECTE C
TeM NPHIBBAK OTIHYATh "IMHHIO HHIHBAAYanuA" OT Gollee HIIHM MeHee
pasBHTON HHNUBHIYaNBHOCTH repos. B Hadame pomaHa mepen mamu
HeCPABHEHHO GoNee ApKasd HHEUBHEYAIBHOCTE, YeM B KOHITE, HO OHA eIle
HC HaXOOHTCA Ha BOCXOI{}IIHCI:'I JIHHAH HHIHBHOYAIKH, HE BTACHBACTCA B
npoUgece ATOMH3AIHH (B pyccKoH TPARWIHMH HMeHyeMol "OTEexuHe-
HHeM'"), OeCKOHEUROr 0 OXKH HAHHS ONHHOYSCTRA,

Tam ke, 213.

Cpenn IpYTHX SKEPTB TEKCTA CHEAYET yNoMsHYTh Mapeio ®HIMONORHY,
HaMETABIIYIOCS B HAYAIle Ha POJIb CECTPHI M'eHepana. Ente onua Hecoolpas-
HOCTh: B caMoM Hagane "Mrpoka” MECTep ACTNEH IIpeciicKoiHo ofe1aer ¢
ceMelcTBOM remcpana u Jie-I'pre, B TO BpeMs Kak JalbHEHUITAs JIOTHKa
TEKCT4 He IIPENNOoNAraeT, YT OHY X0Th CKONBKO-HUGYIE GnHaky. Uncno
TAKOI'0 POIA TEKCTYAIRHEIX "HepOBHOCTEH " MOXKHO 0e3 Tpyla YMHOMKHTE,

Ha ctp. 200 Iponemsr mostuky Hocroeeckoro BaxTHHa uHTaem: "...B
HeHTpe XU3HH, Hao0paxeHHOoH B HoBeCcTH [caM Pemop Muxalinosny cun-
Tan 3Te Ipow3BemeHue pomadnoM — ML.P.], HaxomuTca Hrpa Ha
pyneTkKe... (KOTopan) ¥ ompefelieseT ocoObli OTTEHOK KAPHABAIIKMAA-
MY B 3TOM TIPOH3BETICHAR",

1A CTPYKTYpa NpeKpacHo npoliHcaHa B KHHATe Kuna lenesa "Jlormka
eMeicna” (G. Delenze, Logigue du sens, Paris, 1969).

IMox Bonrmroit Pycckoil PyneTkofl s HMelo B BUAY CepHIO GaHKPOTCTR, HC-
9e3HOBCHHH H yXoIa B TIOMNOILE MHOXKECTBA AKIIHOHEPHLIX oOIIECTE,
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6aHKOB, TOBAPUILECTE OTKPEITOTO M 3AKPLITONO THIIA, KOPPYIILIHIG HA BCEX
YPOBHAX M Ge3aCTEHUYHBOE BEKIIAPHPOBAHAE MPABOCYIHEM CRoero GeccH-
JHsi, HAROMSIIIEE Ha MEICIIH O COOBILIHAYECTRS. DTa PA3HOBHAHOCTL Pyner-
KH, CTOIL AHAPXHMUECKH IIpoABRIAowas cebs ceuac B Mockse, B Gonee
InuTenbHOM IepclekTibe paboTaeT Ha HAKOMHTENBCKYIO MHCTAHITHIO
Banka, KOTOPYIO OHA IHTAET NICPERBONWMEIMH 33 I'PAHHILY HGHBIAMH.
MoxHo NpeBHIETh, YTO ofIeeBponeiCcKIi KOnTeKCT 6yIeT OKASLIBATE
Ha Bomemyro Pycckylo PymeTky BospacTaioliee NHCHHILTHHIDPYIOIISE
BJIHSHHE.
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LITERARY ETYMA IN CECHOV'S VISNEVY] SAD

...€3eTM MIoHH MOPOYHLIE CBABAHLI MEXKIY
cofofi # cocTaniInIoT CHAY, TO NMONAM YeCT-
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0. Foreword

This essay is a philological inquiry into the literary sources of Anton Ce-
chov's The Cherry Orchard and their role in the play's meaning and form. Fun-
damental for the philological tradition is the literal meaning of the Greek word
for “reading", anagignoskein, "to re-cognize", The task of the philologian, a per-
son who loves the word and is engaged in an unending pursuit of education and
culture (phildlogos: ho philén Idgous kai spouddzon peri paidefas, Phrynichus
[Jaeger 1945: V) is to re-cognize, in reading inquisitively, the texts of others
speaking through the text both to the author of the text and to its reader, and to
explain as cleary as possible — i.e., to make re-cognizable to others — that which
he has re-cognized.! This essay is a part of a larger study devoted to the "inter-
textual"2 aspect of Cechov's poetics. It focuses on the realities of the transmitted
text? and of the literary references in it flagged by Cechov for the benefit of a
contemporary audience with whom he shared a body of reading and on whose
memory and imagination he (more often than not, mistakenly) counted. That the
first and most influential director of The Cherry Orchard, K.S. Stanislavskij,
was arguably Cechov's worst reader, is one of the ironies responsible for this
inquiry’s having to be made at all.

The essay's method is essentially etymological. The work of a literary scholar
in pursuit of a text's sources differs little from the work of a sophisticated ety-
mologist who, when probing an etymological history of a word, recognizes its
source {etymon, the authentic [origin]} or sources {etyma), based on the word's
meaning and sound correspondences, and proceeds to trace and explain the
vicissitudes of the word's sense and shape in its historical and structural context.
The linguistic etymologist is concemed with smaller textual segments — words
and short phrases —, or "mini-texts". The philologian gua textual etymologist is
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concerned with larger, often very large, (con)texts. Both have to dernonstrate a
"material” — insofar as sound, shape, and sense may be said to be material - rela~
tionship between the text in question and the claimed source text: hence the affi-
nity — isomorphism, to be precise — of the two endeavors. This isomorphism
makes it possible to claim that etymology has something to offer to literary
studies: generally, its reliable method quickened by imaginative boldness tempe-
red with common sense. While imaginative boldness and common sense require
no additional comment, the method does.

In outline, the etymological method consists in establishing smulantles
among texts and describing the nature of these similarities.

The simplest case is that of literal quotation. Por instance, the word verb in
English is a loan from French verbe with an eye to Latin verbum, the source of
the French. The English word is an almost literal (letter for letter) "quotation” of
the French (with the exception of the final -e),

Anything different from literal quotation, that is, anything that involves
change (such as the missing -¢ of Fr. verbe that appears in modern English as
verb) has to be accounted for. The change has to be described and explained.

Armenian erku is a cognate of English two. Armenian erku and English swo
go back to the same etymon — as does Russian dva. Whatever the differences,
they have to be described and explained. The description must contain the evi-
dence that corroborates the comparison of the differences (similarities, as is
evident, do not require corroboration). If Arm. erk- is the only example of the
very non-trivial correspondence to Eng. tw- and Russ. dv-, ete., then the case for
it is weak. Fortunately, there are a few more examples of this correspondence
(see e.g. Meillet 1936; 51). The case becomes the stronger the more examples of
the correspondence are collected and shown. Occam's razor is not a tool for
etymology: the more evidence, the better.

Qutside of trivial borrowings (such as "samovar") or some direct continua-
tions of basic vocabulary items (such as the number "two"), most word etymolo-
gies (word history descriptions) are histories of tropes (as a simple example,
take the complicated metonymy of English babushka vs. its Russian source bd-
buika). In complex literary texts, words of a source text are pressed into service
for a new meaning and relate to their vse in the original text as tropic meanings
relate to literal meanings. We may therefore speak of "textual metaphors”,
"textual metonymies”, "textual ironies”, and the like.

Such are the main characteristics of the etymological method which I attempt
to use in this essay.

1 am by no means the first (or the only) "literary etymologist”. Most exemp-
lary philological work (starting with Plato's Socrates) has pursued similar goals
and used similar methods.3 [ am merely drawing an overt parallef and then use it
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explicitly with some theoretical implications which I hope will be useful to the
reader whose interests have the same Stimmung as mine,

1. A Symbol and its Interpretations

The starting point of my inguiry is the mysterious sound that marks the dra-
matic peak (Act TI) and the conclusion (Act IV) of A. Cechov's The Cherry Or-
chard. This sound seems to me a fitting image both of the problems posed by
Cechov's text and of their likely solutions. Here are the relevant loci in the stage
directions:

Bee cHasT, 3agyManuch. Tunimba, CAMIIHO TONBKO, KAK THXO
Gopmouet Pupc. Bapyr pasnaercs oTHameHHSIH 3BYK, TOYHO ¢
Heba, 3BYK JIONHYBUICH CTPYHH, 3aMHpaoui, nevansHert. (13:
224)

CnuuruTea OTAANeHHBA 3BYK, TOUHO ¢ Heba, 3RYK NOIHYBIISH
CTPYHB], 3aMHpaIONii, nedanbHuli. HacTynaeTr THIIHHA, H TONL-
KO CIIBIIIHO, KAK JAJIeKO B Cajly TOIIOPOM CTYYAT no Nepery. (13:
254)

The play's central characters, assembled by the author in the momentous scene
of Act II, have a temporal and textual privilege in interpreting the sound:

JIIOBOBb AHJIIPEEBHA. 3o wro? IOTIAXWH. He 3Haio. I'ne-
HUOYIb NAJICKO B [IaxTax copearack 6agba. Ho raoe-nubyne ouenn
nanexo. TAEB. A MoxeT ObITh, NITHIA Kakas-HAGYIb... B pole
uamns, TPOOHUMOB. Hnn ¢unus... JIKDBOBh AHIPEEBHA
(e2aparusaeT). Henprsatao novemy-To. (Ilaysa) ®HPC. Ilepex
HecHacTbeM TO K& ObIIO: W cOBAa KpHYala, M CAMOBAp yIen
6ecniepeun. 'AEB. Ilepen kaxmum mecuacteem? ®HUPC. Tlepen
ponei. (Tlayaa) (13: 224)

The position of the critic who, like the characters, feels that the sound is a prob-
lem and needs an explanation is twofold: he can either accept one of the ex-
planations offered by the characters as "correct" (arguably sanctioned by the
author or the most reasonable ot both), or he can view at a critical remove both
the characters within the play and the author himself within his cultural context
and in relation to the play, i.e., he can view them as objects of interpretation and
commentary rather than interpreters.

Most critics who have written on our subject have taken the former tack. In
this instance, they have chosen to side with Lopachin, the pragmatic nouvean
riche of serf origin and the future owner of the cherry orchard, who attributes
the sound to a tub breaking off its cable in a distant mine shaft. This point of
view seems to have been first expressed by the play's earliest and most
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farsighted critic, the writer Andrej Belyj, who describes the scene in Act IT as
follows:

Bor cHuaT E3MyJeHHHE TIOH, CTApasch 3a0mITh Y3Kack XHU3HEH,
HO npoxoxil gAeT MHMO... I'Te-To o0priBacTea B wiaxre Gagss,
Beakmil moreMaeT, 4To 35ech — yxkac. Ho moxker GRITE Bee 310
CHHTC76

A.P. Cudakov mentions "the distant sound as if from the sky, the sound of a
string breaking” in the context of his discussion of the simvolifrost’, or the sym-
bolic guality, of certain fairly commonplace items in Cechov's oeuvre, which
was first pointed out by Andrej Belyj in the article quoted above. Haying given
several examples of such "shimmering” items — now "realistic”, now symbolic?
— Cudakov writes:

Wz npABeOeHHHX BB NPUMEPOR «CISUHAIGHO CHMBOIHEC-
CKHM», TOKAITYH, MOXKET IIOKAZATLCH AL «OTHANEHHEIH, TOUHO
¢ Hefa, 3BYK CTpYHbD. Ho metans 5ra TYT 2Xe BKIIOYAeTCA B CIIy-
9aifHOCTHBIH pealbHO-OBITOBOM NITAH — OKATLIBACTCH, YTO «T'le-
HubynL B maxrax copsanack OGaues. Ho roe-HuGyns oucHs
pamexo». (Cudakov 1971: 171)

While recognizing the symbolic quality of the sound, Cudakov simply ac-
cepts Lopachin's version of the sound's provenience as the genuine one. Harvey
Pitcher (1973: 182), after discussing the various suggestions by prominent
anglophone critics (David Magarshack, Francis Ferguson, and Maurice Valen-
cy) as to the significance of the sound in the play,8 observes that the "sound was
not invented by Cechov for the purposes of the play, It was familiar to him from
the time spent in his youth in the Donetz Basin, the mining area of Russia,

"where a bucket? falling in a distant mineshaft would produce this strangely evo-
cative sound". The same view is maintained by E.A. Polockaja in her section of
the commentary to the USSR Academy edition of the play:

[IO]xHE-pycckoe NpoHcxoX peHre 06pata BUIITHEBOr'O calia Heco-
MHEHHO. 3BYK copBanmieiics B mmaxTe 6agsn JeX0B TAKIKe CIbI-
I Ha JOHEIKOM XyTope KpaBuoBsriX [...]; yvxke B 1887 r, oH He-
TONB30BAI ITOT 3BYK B paccKade «CyacTre», a B «BHmHeBOM ca-
Ie» MPUOAI eMy ocoOuil, cuMBomrdeckuik cmeich (I v IV medi-
cTeuA). (13: 482)

Richard Peace feels that all of the characters' explanations are equally im-
probable, but refrains from offering his own and merely ohserves that the sound
"provides an even more ominous commentary"” than Epichodov's "melancholy,
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pessimistic note” (sounded earlier in Act II) "to hopes about the nature of man
and the happiness to come through social change". (Peace 1983: 135) (These
hopes are expressed in Trofimov's monologue shortly before the sound is
heard.) '

Most of the critics whose work I have surveyed ~ the notable, if inconsistent,
exceptions are Valency and Peace — read the play linearly, "for the plot”, as it
were, and 50 naively accept the most "realistic" explanation offered by one of
the characters at face value, They disregard the play's highly literary nature
which was observed, specifically in the case of Cechov's stage directions, by
S.D. Baluchatyj in his 1927 study Problemy dramaturgiéeskogo analiza. Ce-
chov.!0 What is most important, though, is that the play's "literariness"”, or orien-
tation toward the written word, was clearly, frequently, and in various ways
flagged by Cechov himself. The stage directions' wording of the "sound of a
string breaking" is a case in point. Cechov, who was as carefully conscious of
rhythm in choosing and ordering his words as any master of formal poetry,!
worded the description of the sound exactly the same way in both instances.
That is, he not only described the sound but also quite literally showed the
reader that it was exactly the same in Act IV as in Act IT - by quoting in Act IV
his description of the sound in Act IL. No one, to my knowledge, has discussed
the fact that description of the sound at the end of the play is an exact quotation
of its description in Act II. This self-quotation is significant in at least two
respects: first, as an indicator of the importance of the device of quotation —
particularly self-quotation — in the play, and second, as an indicator of the speci-
fically Cechovian symbolic quality which originates in repetition. An event, if
repeated, ceases to be accidental and becomes significant. Cechov intends the
recognition of the verbal repetition and the guestion of its significance for the
reader; the theater-goer hears the sound as rendered by the director and thus
experiences it directly. The critics who concern themselves predominantly with
the real-world origin of the sound {(the "tub-in-the-mine-shaft" theory) dwell on
Cechov's early impressions from the Taganrog area, Even those who do point
out fextual parallels to the scene in guestion (the two loci in Cechov's own 1887
story "Stast'e", to be discussed below) do not go any further, while Cechov
himself repeatedly, if impiicitly (with one exception), alerts the reader to literary
sources and authors important for his text.!2 Before proceeding to the literary
etyma for the "sound of a string breaking”, the most important of which, as I
hope to show, is a poem by A.K. Tolstoj ("Zvonée ¥avoronka pen'e..."), I will
retrace heuristically the path that brought me to the re-cognition of the A K.
Tolstoj poem.
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2. AK. Tolstoj's "Gre¥nica" in Cechov's "Viinevyj sad"

In Act Il of The Cherry Orchard, Cechov highlights a text by Count A.K.
Tolstoj by not only having a minor character (the Station Master) recite!? the
beginning of A.K. Tolstoj's narrative poem "Gre¥nica" but also by identifying
the poem and its author in the stage directions. Since this is the only explicitly
identified direct quotation in the play, I take that to be important and I claim that
Cechov wished to flag both the poem's and its author's special significance for
his text. The function of the Tolstoj peem at that juncture in Act INT is mentioned
by some (see e.g. Peace: "A poem with this title, recited immediately after Lyu-
bov' Andreyevna's teasing defence of love to Trofimov, seems like another
instance of Chekhovian indirect commentary..." [p. 147]), but the key questions
remain unanswered and, in fact, unasked. What role does A.K. Tolstoj's
"Gre¥nica" play in Act II of The Cherry Orchard? What is the significance of
Cechov's choosing this particular poem by this particular poet? Perhaps a careful
examination of this direct quotation will show how and for what purpose
Cechov uses someone else's text in his play,

To my knowledge, the only critic to have ventured a discussion of the A K.
Tolstoj quotation in the play is Donald Rayfield. He writes:

The third and most important aspect of Act 3 [the first aspect, ac-
cording to Rayfield, is the operatic nature of the ball in Act III and
the second, the appearance of extraordinary guests such as the sta-
tion master — A.L.] is the quotation of a poem, The Sinning Woman,
by the late-romantic poet A.K. Tolstoy. It does not matter that the
station master recites only the first few lines: in Chekhov's day the
poem was notorious. It is a long poem about a courtesan who boasts
she can seduce anyone, even Christ: John the Baptist enters; she
mistakes him for Christ and starts charming him; then the real Christ
appears and the sinning woman is overcome with repentance. This is
a poem that Chekhov refers to on several occasions in his work of
the early 1880s; here it is a sign not only of provincial taste, but also
of a guest's tactlessness toward his hostess. Most important, it is a
waming of the intrusion of Lopakhin into Ranevskaya's world and
of the catastrophe to come that will silence her gaiety for all time. It
is the most subtle and, unfortunately, the most ephemeral of Che-
khov's literary allusions. (Rayfield 1975: 224)

Donald Rayfield deserves credit for sensing the importance of the poem; how-
ever, in his analysis there are a number of inaccuracies which should be correc-
ted. In A.K. Tolstoj's poem,!4 the courtesan, far from boasting “that she can
seduce anyone”, says merely: "On ne smutit moich ofej!" (509) 'He will not
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disturb [the boldness of] my eyes!', in other words, 'He will not stare me down!’,
and it is not John the Baptist who enters but St. John the Evangelist, "loann iz
Galilei, / Ego ljubimyj uenik” (511) John of Galilee, / His [Christ's] favorite
disciple’. The "sinning woman" does not “start charming” St. John but simply
tetls him about her own credo:

51 Bepro TONEKO KPAacoTe,
CIIyXy BUHY H TIOLEFYAM,

Mo# pyx Tofote He BONHYEM,
Teoeli cMeloch g uncrore! (510)

There is in fact a direct affinity between the Sinful Woman's speech to St. John
the Evangelist (see the last line of the quotation above) and Ljubov' Andreevna's
defensive outburst against Petja Trofimov in Act IIT (the cognate segments are
italicized):

JIIOBOBE AHIIPEEBHA. Hano GRITh MYXUYHHOMN, B BAIIIH OB
HAHO NOHUMATE TeX, KTo mobuT. M nano caMoMy mMoOHTE. .. HATO
pmwobnsarsea! (Cepauro) Ja, ma! ¥ y Bac HeT YHCTOTH, a BH
NpOCTC YHCTIONBKA, CMEIIHOH 9yNaK, ypol... (13: 234 £)

The phrases "ja verju tol'ko krasote" and "sluZu vinu i pocelujam” ("The Sinful
Woman") are certainly compatible with a portion of the sense of "ljubit" (Lju-
bov' Andreevna's lines). It is immediately following the exchange between Lju-
bov' Andreevna and Petja Trofimov and Petja’s indignant departure ending in
slapstick ("Petja s lestnicy upal!" [13: 235]) that the Station Master, according to
the stage directions, "stops in the middle of the ballroom and recites "The Sinful
Woman" by A.X. Tolstoj. The others listen to him but he has barely managed to
recite a few lines when the sounds of a waltz are heard from the hall, and the
recitation is over. Cechov, by echoing A.K, Tolstoj's over-anthologized and
over-performed poem, tediously familiar to the educated audience of his day
(13: 518, note to page 235), makes by means of a purely literary device a tragi-
comical comment on the decadent ball in Ranevskaja's house which has just
been auctioned off to the son of a former serf. The affinity of the two texts is
reinforced, besides Ljubov' Andreevna's own words, by the parallelism, or cor-
respondence, of Ljubov' Andreevna and the Sinful Woman indicated by Gaev's
earlier reference to his sister as "porona[ja]” ‘fallen, depraved'.! The meaning
of Ranevskaja's Christian name, "Love", is both thematically and textually con-
nected to Tolstoj's poem, cf. section 2 of "The Sinful Woman" which begins
"Ljubov'ju k bliZnim plamencja..." Blazing with love toward [his] neighbors...'
The character correspondence "Petja Trefimov // St. John the Evangelist” is
pointed up by Petja's preachy, sermon-like monologues, especially those near
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the end of Act IT and in Act I, cf his moralistic advice to Ljubov' Andreevna
that provokes her defensive retort quoted above. Petja's appearance (cf, Ljubov'
Andreevna’s questions upon seeing him after a long absence [Act E]: "Otéego vy
tak podurneli? Otlego postareli?” (13: 211) 'Why have you gotten so ugly? Why
have you gotten so 0ld?', and Petja's reply: 'Menja v vagone odna baba nazvala
tak: oblezlyj barin” 'A peasant woman on the train called me "that moth-eaten
mister™} enhances the comic effect, cf. A. Tolstoj's description of St. John the
Evangelist as a "mu¥ blagoobraznyj [...] (509) / Vo bleske junoj krasoty (510)"
'man of handsome appearance [...] / In the splendor of youthful beauty'. The
middle-aged Ljubov' Andreevna herself is not exactly the voluptuous "bludnica
molodaja (508); [...] deva pad$aja (509)" 'young fornicatrix;.., the fallen
maiden' of A.K. Tolstoj's poem, and that adds to the overall comic effect.

The opening lines of "The Sinful Woman" describe the scene of the
festivities, to be cut short by the visit of Christ:

Hapon KHIHAT, BeceNbe, XOX0T,
3BOH MOTHEH 1 KUMBAJIOB ['DOXOT,
KpyroMm H 3e/eHE, H IIBETH,

M Mexx cTonfo, y 8BXofa IoMa,
TTapus TOReI0N TepeTOMEI
Tectmol ya0pHORK NOTHATEL,
Yeprord yOpans! Goraro,

Bespe ropHT XPYCTANE H 3HATO,
BO3HHIL 1 KOHEH! IIONOH NBOR;
TecHACE 3a Tpane30H BeIMKOH,
TocTeil mApyeT MIyMHLIE Xop,
HpeT, cimMBasicd ¢ My3bikKoH,

Hx mepexpecTHEH pasroeop. (507)

The details of the festive scene, when recalled by the reader, create a textual
counterpoint to the description of the ball at the Ranevskaja estate and/or its
stage enactment, which is equivalent to the re-cognizable etymological dimen-
sion of a word when recovered by the etymologist. The relation of this counter-
point to Cechov's text is either ironic (cf. the heavy brocade between the pillars,
the "palace", the ubiquitous crystal and gold), literal ("people are swarming,
there's merriment, laughter") or metaphoric ("The ringing of lutes and the crash-
ing of cymbals", cf. the dance music by the Jewish orchestra which includes the
fast-moving and noisily percussive lezginka). As Rayfield observes, in Act IHl "a
flute, four fiddles and a double bass play for two-thirds of the time, reducing
speech to fragments uttered by pairs of dancers. This fragmentation of the dialo-
gue and the action is not only more realistic, it also makes for surreality” (224).
The dramatic form of the entire Act III — fragmentary, intermittent dialogue
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against the background of raucous music — appears to have been suggested to
Cechov by A.K. Tolstoj's poem (see the last three lines quoted above).

The entire structure of Act III is analogous to the structure of A.K. Tolstoj's
“The Sinful Woman". The poem's decadently rich feast that takes place, as was
certainly known to Cechov's educated audience, on the eve of great and
cataclysmic events — the crucifixion of Christ and the destruction of Jerusalem
by the Romans not long after that — corresponds to what is to be the last ball at
the estate with its doomed cherry orchard; Petja Trofimov's words at the close of
Act I ring ominously: "Vsja Rossija na¥ sad" 'All of Russia is our orchard' — an
orchard soon to be felled. The speech of A.K. Tolstoj's fornicatrix to St. John
the Evangelist corresponds to (more precisely, is the source of) Ljubov' And-
reevna Ranevskja's words. Finally and most strikingly, the arrival of Christ
which puts an end to the merriment and transforms the soul of the fallen woman
is matched by the arrival of Lopachin who announces that it was he who bought
the cherry orchard.

The ironic contrast between Christ's arrival in A.K, Tolstoj's poem (bringing
salvation and a new life for the Sinful Woman) and Lopachin's in Act III
becomes all the more salient once we examine the textual correspondences more
closely. Christ looks at the sinful woman, and she is transformed by His all-
seeing and healing gaze:

W, ays HoBOE Haualo,

Eme crpamrack 3eMHEX IIPETIOH,
OHa, Konedisics, cTosna. ..

W Bppyr B THIIM pasmancsl 3BOH
VI3 pyk ynasmero ¢Hama...
CTecHeHHOH I'DYIH CAHIOEH CTOH,
BriemHeeT rpemuuia Mianas,
Jpozkar OTKPHITEE YCTA,

W mama Huw oHa, peigas,

Iepen ceaTeiHe XpucTa. (512)

In Act TII of The Cherry Orchard, Ljubov' Andreevna asks Lopachin, who has
just arrived, what happened at the auction, He takes his time with his answer but
then finally, when she asks, "Kto kupil?" "Who bought it?, he replies:

JIOTIAXHWH. 5 xymun. (Tlaysa) (JIio6oBe AHIpecBHA YrHeTeHa;
oHa ymana 6bl, eciiH 6H He CTOsUIa BO3NE Kpeclia B cTona. Baps
CHHMAET ¢ Itogca KoUK, OpocacT HX Ha TI0JL, TOCPEAH MOCTHHOIH,
o yxouut) A xynuxn! (13: 240)

The stage directions correspond closely to the text of "The Sinful Woman'"'s
finale. Ljubov' Andreevna stands there unsteadily ("she would have fallen had
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she not been standing by an armchair and a table™), like the protagonist of the
poem. The visual and acoustic counterpart {o the chalice fallen from the Sinful
Woman's hand are the keys thrown down by Varja. Christ stops the party in
"The Sinful Woman™:

H uynEo GirarocTHEM IPHXOIOM
Cepriia rocreif IOTpsceds.
BaMonkHyn rosop. B oxxupanse
CHIUT HEIRIDKHOE COOpPAHES,
TpesoxkHo nyx nepesons. (311)

Lopachin stops the party, too, and the text of "The Sinfizl Woman" provides an
ironic counterpoint ("wonderfully”, "the goodly arrival") to Ljubov' Andreevna's
anxious expectation of the news from the auction. In pathetic contrast to the
message of purification and mercy read by the Sinful Woman in Jesus's gaze
("Ona v tom vzore blagodatnom / [...] miloserdie pro&la” (512) 'In that gaze full
of grace / [...] she read [a message of] mercy'], Lopachin boastfully delivers his
merciless message of destruction as he announces that he will put to the axe the
cherry orchard that is the meaning of Ljubov' Andreevna's life as declared by
her ("bez viknevogo sada ja ne ponimaju svoej Zizni" (13: 233) 'my life doesn't
make any sense without the cherry orchard’, she says to Petja a few minutes
earlier):

IprxoguTe BCe cMOTpeTh, Kak Epmonait JlonaxwH XBaTHT TOIO-
POM 110 BHIIHEBOMY Caly, Kak YUamyT Ha 3eMIK gepepbs! Ha-
CTPOHM MbI Fad, U HAIH BHYKH U TPaBHYKH YBHIAT TYT HOBYK
3KH3Hb... (13; 240)

The contrast of the two endings is underscored in Cechov's stage directions
which once again echo, with bitter irony, Tolstoj's concluding lines describing
the Sinful Woman falling "prostrate, weeping / Before Christ's sanctity": "The
music is playing. Ljubov' Andreevna has sunk into a chair and is weeping bitter-
ly'. This is Lopachin's ball now ("Muzyka, igraj otSetlivo! Puskaj vse, kak ja
Zelaju! (S ironiej) Idet novyj pomestik, vladelec viSnevogo sadal” (13: 241)
‘Band, play loud and clear! Let everything be the way 1 want it! (Sarcastically)
Here comes the new landowner, the proprietor of the cherry orchardl’).

After Lopachin leaves to join his festivities, Cechov's stage directions once
again shift to Ljubov' Andreevna; he finds her almost exactly as before:

B sane ¥ IocTHHOHA HET HHKOT0, KpoMe Jio6oBr AHNpeeBHEL, KO-
TOpast CHIOHT, CJKANACh BCA U IOPBKO NMIadeT. THX0 HIpaeT Myasi-
Ka. BBICTPO BXOOAT AHsI H TpodhHMOB. AHA IOITXOAUT K MATEPH U
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CTAHOBHTCS Tiepen Helt Ha konedH. TpodmMoR ocTaeTcsa y Bxona B
zaxy. (13: 241)

And ther comes Anja's empty message of hope, couched in phrases culled from
the finale of A.K. Tolstoj's poem, filled with the imagery of sunlight, deep illu-
mination, and new beginnings. Anja's "blagoslovljaju" 'l bless you' {whose
sacerdotal tone has troubled the play's English translators!¢) and her self-humb-
ling prayerful gesture of kneeling before her mother become comprehensible in
the light of the source text. Here is some of Anja's tnonologue, which concludes
Act TII, with the correspondences in the conclusion of A.K. Tolstoj's poem:

Mamal.. Mama, To1 mnavems? Munad, nofpas, xopouiag MOos Ma-
Ma, MO [IpeKpacHad, g4 modio 1ebs... g orxarocuosnam [¢f. Kax
muoro 6xar [,..] Iocnionis eft menpo monapwm; [...] B ToM B30pe
OnarogaTHOM] TeGs. BumutHeBb# cap nponau, ero yae HeT, 3To
npasja, 1Ipapia [cf. venpapna xu3dH], HO He TIaYb, MaMa, ¥ Teba
oCcTaNlacCh KNH3IHE BIIEPCIH, OCTANAChE TRBOS XOpOIaA YHCTAA
nyia... Holigem co MHON, mofieM, MHIas, oTciona, HoiaeMm!,,
Me1 Hacaxum Hosei cagn {cf. W, uya mopoe Hawano), pockomniHee
STOro, TH YBHIUIIL ero, rrofmMels [cf. BHeszamHO cTana el
noHsgTHA / Henpappa >xu3uu cBaToTaTHOMN], H pagocTeE THXad,
rﬂyﬁoxaa paIIOCTb OIIYCTHTCHA H4 TBOKW IOY¥ITY, Kax connie B
pevyepHui wac [cf. W 6nn ToT Baop kak gyvy peHnune, / M B

ceplife cympatnoM Omyauuns: / OH pasorHan HouHyo ThMy; / M
Bce, uTo ObIe Tam Taumo / [...] / B ee rnasax Heymonumo / Jo

ray0UHH 03apeHO], ¥ TH yNHOHeIIRes, Mama! Tofinem, Munas!
IMotimem!?! (13: 241)

It remains to point out some contrasts in Anja's consoling appeal to her mother
and in A.K. Tolstoj's third-person description of Christ's transforming effect on
the Sinful Woman. Whereas the sunlight imagery in the finale of A K. Tolstoj's
poem, symbolizing salvation and a new beginning ["novoe natalo"], is that of
dawn, of daybreak ["lu¥ dennicy [...] razognal no&nuju t'mu"], the joy that is to
descend on Ljubov' andreevna's soul is imaged as the light of the setting sun
["kak solnce v vedernij Zas"], echoing the sunset in Act II, the sunset that
inspires Gaev's Turgenevesque prose-poem apostrophe to "gorgeous, beauteous,
and indifferent nature" and sets the stage for the pregnant silence interrupted
suddenly by the "distant sound" coming "as if from the sky". Ljubov' And-
reevna's “new beginning" is unmistakeably a promise of serenity before the end,
a promise which is not likely ever to be fulfilled. We already know (and are
explicitly told at the end of the play) that Ljubov' Andreevna and Anja are not
going to plant any new orchards together: Anja's message of hope is just another
empty dream, like the dreams of saving the cherry orchard.
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Thus the apparent "ephemeral allusion” (Rayfield) to A X. Tolstoj's "The
Sinful Woman" turas out to be the key that unlocks both the form and the con-
tent of Act III, the act where the main theme, or tension, of the play — the fate of
the cherry orchard — is resolved. With it, the fates of the main characters. are
resolved as well. A.K. Tolstoj's poem suggested to Cechov the dramatic struc-
ture of Act III and much of its imagery. Recognizing the A.K. Tolstoj poem as
the textual source of Act III allows the reader to enjoy a “subtextual" level of
comedy and irony that was inaccessible to the critics for so long. It provides an
illuminating view of Brmolaj Lopachin as literally the anti-Christ in that symbo-
lic dimension of The Cherry Orchard in which Cechov operated in "received”
symbols, the dimension opened to us through the comparison with “The Sinful

Woman" (as against the symbolic dimengion in which Cechov operated with his
" own symbols created ad hoc, a method that anticipates the theoretical constructs
of the Acmeists!?). The main theme of A.K. Tolstoj's poem, well-known to Ce-
chov's audience, is the sinner's miraculous salvation through a personal encoun-
ter with Christ.!8 In the poem, Christ unexpectedly saves the "sinful woman", a
servant of carnal love. In the play, Lopachin (who was going to save the cherry
orchard) unexpectedly destroys Ljubov' Andreevna's last hope of saving the
orchard which symbolizes her love and happiness.

The intricacy of Cechov's creative interaction with a l1terary source alerts the
reader to other potential instances of such an interaction in The Cherry Orchard.
Cechov's use of A.K. Tolstoj's “The Sinful Woman" shows that a "school” text
well-known to the audience together with its "school” interpretation is particu-
larly convenient for use as a source in order to highlight a major theme, In what
follows, I turn to an exploration of textual etyma from other "standard" authors
of Cechov's Russia including Cechov's own earlier work, The sources and their
correspondences in the play not only flag the play's major themes but also
"interact”, both directly and indirectly, with the symbol of “the sound of a string
breaking".

The repeated "sound of the string breaking”, as I hope to show, condenses
two of the play's main themes in a form that is immediately accessible psycho-
logically (thus being trivially symbolic and vague} on the surface plane and
accessible only through recognition of its etyma or sources on the literary-recog-
nition, or anagnostic, plane. The reader recognizes a wording, remembers its ori-
ginal context, and brings it back to his understanding of the text in question by
creatively recognizing its quality as a literary trope: a textual synecdoche, by
virtue of its participation in an earlier literary text; a textual metonym, by virtue
of its contiguity with its context; a textnal metaphor, by virtue of its standing for
its source contexts; etc.
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3, Human Happiness and its Place in the Natural Order

I have already pointed out the "Turgenevesque” character of Gaev's mono-
logue leading up to the ominous sound. But it is far more than that. The monelo-
gue has a specific textual etymon in "Priroda", one of Turgenev's "prose poems"”
(stichotvorenija v proze), a series of short prose pieces!? written by Turgenev
between 1878 and 1882, This collection became an instant hit with the reading
‘public and, on par with Count A.K. Tolstoj's "Gre¥nica", standart fare for public
declamation. 2

TIPUPOIIA.
MHe cHHIOCDH, YTO 5 BOLLIEN B OTPOMHYIO TFON3EMHYI0 XpaMHHY C
BBHICOKHMH CBOIAMHA. Ee BCKy HaIIOMHAT KAKOH-TO TOXKE MMOO3EM-
HBIi, pOBHEIH CRET.
Tlo camoil cpenuHe XpaMRHE! CHIEJIa BENMIaBas XKEHITIHHA B BOII-
HHCTDH OIEXTE 3eaeHOro LeeTa, CKIIOHAR IOJIOBY HA PYKY, OHA
Ka3anack IOTPY2KEHHOH B MIYGOKYIO TyMY.
A ToTuac TIOHAN, YTO 5Ta ¥EHIHHA ~ caMa IIpupona, — u Mrao-
BEHHBIM XONOAOM BHEUPHICS B MOK OyIry Onarorosednniii
CTpax.
S npubmmsunics K cupsAmel XKeHIuEe — ¥, OTHaB NOYTHTEIIbHLIN
noknoH: "0, Hamia ofias MaTh! — BOCKIHKHYN 4. — O 9eM TROS
myma? He o Gynymmx mi cyaeSax yellOBEYeCTBA PAAMBIILIIICIIE
Te1? He 0 TOM J1H, XaK eMy JOHTH Jo BOSMOXKHOIO COBEPIISHCTBA
¥ caacTeA?"
X(BHIHHH& MENTIEHHO oﬁpamna Ha MEHA CBOH TEMHELIE, I'PO3IHEIC
rnaza. ['yGul ¢e MEBeNBHYNHCh — W padfalics ILYHBN Toloc,
TooGHEH N53ry Kenesa,
— 5 mymMaro 0 TOM, Kak OBl IpHTaTE S6NLINYI0 CHITY MBIIIIAM HOT
Gnoxu, aTobul ¢l ynoGHee BLUI0 CacaTeCH OT Bparos csoux. Par-
HOBeCHe HallajeHWd H oTiopa HapylreHo... Hapmo ero soccra-
HOBHTbD.
- Kak? — niponeneran A B oTseT, — TH BOT 0 Yem mymaenis? Ho
pasBe MBI, IIOOH, He JTI00HMbIE TBOH JETH?
ZKeHuHHA YyTE-IyTh HaMopiluna OposH; — Bee TEapH MOH J8TH,
— IIPCMOJIBHIIA OHA: — M 4 ORMHAKOBO 0 HUX 3alouych — H
OOUHAKOBO UX HCTPeOIIAIo.
- Ho nobpo... pa3yM... CIpaBeJIHBOCTb. .. — IIPOJIEHSTAI 1 CHOBA,
— OT¢ YSIIOBEUYSCKHE CIOBA, — paduanca KeTIe3HEIH r'omoc,; — st He
BEJalo HE mobpa, HH s14... Pasym MHe He 3axoH — # uTé Takoe
crnpaBeATHBOCTL? — 51 Tefe mana MUAHb — A e OTHHMY H JIaM npy-
MM, YepBSM HIH JIONSIM... MHE BCE PaBHO... A T, [OKa,
SAITHIIANCSH — U He Merliall MHe!
A xoTen-ObI0 BOIPAKATSL. .. HO 3eMIIA KPYroM IIYXO 3acTOHAala
H OpOrHyIIa — u A npocHyncs. (Asrycr, 1879) (Turgenev: 1898:
108-109)
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Compare Gaev's speech:
T'AEB (HerpoMKo, Kak Oul seknamupysi). O, ZpHpoxa, IMBHAA, TH
fnelellls BeIHbM CHAHHCM, NPEKPacHad U PapHONYLIHAS, TH,
KOTODPYIO MbI HAILIBACM MaTEPHIo, COUCTaCIE B cefe ObiTHE U
cMe BEITh U PAADYINACI. ..

The rhetorical or theatrical character of Gaev's monologue is indicated by
Cechov himself in the stage directions ("kak by deklamiruja” 'as if declaiming’).
The genetic relationship of the two texts seems obvious (the phrases which
occur materially in the Turgenev text are in italics; the phrases that are close in
meaning to the Turgenev text are underlined). But the Turgenev text is not the
only source of Gaev's "prose poem". The etymon of the underlined phrases is
A.S. Puskin's famous poem "BroZu li ja vdol' ulic Sumnych. .." (1828}, which, as
Richard Peace observed (1983: 53 and 165 nete 4), makes an appearance in Act
I of Uncle Vania (Telegin's "Edu li ja po polju [...], guljaju li v tenistom
sadu..." "Whether I ride through the field [...] or walk in a shady garden...".
The poem, which I quote partially below, is an important textual source for
Turgenev's "Nature":

Bpoxy mi s BOeJb YITHI IMYMHEIX,
BxoxXy I B MHOT'OMORHELH XpaM,

Caxy nb MeX oHONIeH Ge3yMHBIX,
51 mpenaoch CBOHM METTAM.

S rosopio: poMYaTes Tofsl,

H cKonbKO 30ech HA BHIHO Hac,

Mzl Bee coliieM TICT, BETHEL CBOIBL —

H veii-aubyIb y>X 630K Hac.

%I n]ycrb y rpoGoBoro BXong

Munagas GyIeT >KH3Hb HTPaTh

W pasnoxyniHas npupona

Kpacoio seunoto cuate, (Puskin 1974: 196-7)
Turgenev's "podzemnaja chramina s vysokimi svodami” 'underground temple
with tall vaults’ points to Pugkin's "chram” 'temple’ and "pod veény svody"
‘under the eternal vaults', whereas his Mother Nature, who equally cares for and
destroys all beings, says "mne vse ravno” 'it is all the same to me', harking back
to Pudkin's ravao- of "ravnodu¥naja priroda” ‘indifferent nature’, a phrase that
appears literally in Cechov's text. Cechov also has Gaev very nearly quote
Puskin's "krasoju ve&noju sijat™ 'shine with eternal beauty' (“ty ble$e¥’ ve¥nym
sijaniem, prekrasnaja..." 'thou shinest with eternal splendor, beautiful...”.
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Cechov was also obviously aware of the genetic relationship between the Pukkin
poem and the Turgenev “prose poem", because while using Turgenev's text to
construct Gaev's monologue he went directly to Pugkin's text for some key
words which his audience might recognize.

The point of view expressed by the persona of Pugkin's peem is vastly dif-
ferent from that of its counterpart in Turgenev's "prose poem". While the
persona of "Whether I roam..." broods over nature's indifference to the personal
existence and death of an individual human being, the ego of Turgenev's "Natu-
re" speaks not in its own behalf but in behalf of a generalized, 1st-person plural
"humanity”. A shift has taken place; by replacing the lyrical and psychological
"T" of Pu¥kin's persona with the group-oriented and sociological "we", Turgenev
recasts the theme of nature's indifference in terms of positivistic social ideology,
the ascendent ideclogy of the "sons" that has put the individualistic idealists of
Turgenev's (and Count A.K. Tolstoj's} generation on the defensive — and on the
road to defeat. Cechov brings the crisis of the Puskinian tradition to the fore by
distilling, in Gaev's hackneyed monologne — abbreviated, or rudely interrupted,
by a younger generation (Varja, Anja, and Petja Trofimov) intolerant of "clas-
sical" clichés — its former florescence and its present defeat, both in the realm of
ideas and in the realm of art.

But that is not all Cechov accomplishes by evoking in his audience the recog-
nition of Turgenev's "Nature", Turgenev's "prose poem" contains another impor-
tant textual etymon for a key theme in The Cherry Orchard, the theme of the
quest for happiness, articulated in the persona's questions to Mother Nature:
"Art thou not pondering the future fate of humanity? Art thou not pondering the
way for humanity to attain all possible perfection and happiness?™ In The
Cherry Orchard, Petja Trofimov is the character who talks most about
humanity's quest for happiness:

C60HTH TO MENKoe ¥ NPU3PATHOE, 9T0 MeillaeT GHTE CROGOTHEIM
H CYACTIMERIM, BOT Lie)k U CMBICT Halled »xusnu. Boepen! Mm
¥IeM HEeYREPKHMO K fApKoit 3Be3pe, koropad roput epami! Bne-
pen! He otcrasaii, apyzesa! [...] Kyza Toneko cynEba HE TOHsIA
MeH#d, Mg A Tonbko HU 6! M Bee 2xe myiia Mod Bcerma, BO BCS-
Ky MAHYTY H JHEM H HOYEIO, OELIA I10JIHA HeH I BACHHAMEIX TIpe]i-
yyBCTBHH. A IPeNUYBCTBYK CHACThe, AHA, g y>Ke BuXY ero [...]
BoT 0HO, cYACTLE, BOT OHO MIET, IOJXOIMT BCe ONHMKEe H GIHIKe,
A yKe CIBIITY ero mary, W eciii Mbl HE YBHIKM, HE y3HAeM ero,
o yr0 38 6ena? Ero ysunar opyrue! (13: 227-28)

A croGonHEIH Yenmonek. 1 Bce, UTO Tak BHICOKO H JZOPOTC lleHHTE
BH Bce, foraThle W HHLIME, HE UMeeT HANO MHOH HH MaJieiineir
BIACTH, BOT KaK IIYX, KOTOPLIA HOCHTCS O Bo3nyxy. S Mory of-
XOIUTHCA B3 Bac, 51 MOT'Y TIPOXONIMTE MEMO BAC, 51 CHJIEH H TOPI.
YenopedecTBO HIET K BRICWIEH NpaBIe, X BLHICIIEMY CYACTLIO,
KaKoe TONBKC BOGMOXKHO Ha 3eMlle, H A B nepprX pagax! {...]
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Hofiny, une yxaxy OPYTCHM, Kak JoRTH. (CIbIOIHO, KaK BIAIH
CTY4AaT TOMOPOM Mo mepery) (13: 244-435)

Peija Trofimov's quest for happiness is couched in much the same terms as the
question of Turgenev's persona in his "prose poem"; what he is seeking is the
general happiness of humanity. Even when Petja says "I", when he speaks of
himself as a "free", "strong and proud" man, his freedom, strength, and pride
derive entirely from his place in those "first ranks” that march toward humani-
ty's collective happiness,

Cechov's subtle comments on Petja's rhetoric are unmistakable. In Act II,
Cechov has Petja use the highly ambiguous word predéuvstvie 'presentiment,
premoenition' to articulate his intuition of happiness's approach, and when Petja
says "Vot ono, stast'e, [...], ja uZe sly¥n ego ¥agi" 'Here it is, happiness, [...], T
hear jts steps already’, it is in fact Varja who approaches ("Varja's voice: "Anja!
Where are you?'") bringing comical relief (but also naming Anja, Petja's true
happiness, in contrast to his demagogic proclamation). In Act I, shortly before
the dénouement, Ljubov' Andreevna replies ta Petja's tactless sermon on her
‘having to "face the truth” about the orchard's inevitable fate:

Bo ¢MelIo pelllacTe BCe BAXKHBIE BOIIPOCEH], HO CKAa¥XHTe, T'onys-
9HK, He TIOTOMY JIHM 3TC, YTO BBl MOJIONEL, YTO BBl HE YCTIEMH Iepe-
CTpanaTe HH OJHOT0 Ballero roupoca? Bul cMeNo cMoTpHTE BIIS-
pell, ¥ He MOTOMY JIH, 4T0 He BHIUTE H HE XIeTe HUj9ero CTPall-
HOTO, TaK KAK KU3HL llle CKPSITA OT BAIIUX MONonbX rias? (13:
233)

Ljubov' Andreevna's happiness — private, irreducible, personal, contingent like
all of life's events with the suffering or joy they produce, and meaningful only
because interwoven in the irreplicable, precious fabric of a person's memory and
hope - her happiness is symbolically embodied in the cherry orchard:

O Moe meTctBo, YHcToTa Most! B 310 neTckol A cuana, roamerna
OTCIONA Ha €ajl, CYaCThe IPOCHITATIOCh BMECTE CO MHOK KaKIoe
yTpo, H TOT'Oa OH ORI TOWHO TAKHM, HHYTO He HIMEHHIOCH,
(Cmeerca ot papocTh) Becs, Becs Geatit! O can moii! Tlocme Tem-
HOM HeHACTHOH OCCHM M XONOIHON 3HMEI, OISTTE THI MOIOM, IO~
JI0H ¢Y9acThi, aHreNsl HeGecHele He MOKMHYIH Teds... [...] Io-
CMOTpHTE, TOKOHHAS Mama HAET IO caly... B OeloM mnatee!
(CmMeeTcs oT pagocTH) 310 oHa. [...] MHe moxazanocs. Hanpaso,
Ha oBopoTe, Gelioe MepeBlo CKIOHANOCH, TIOX0XKE HA XeHIIH-

. [...] Kako# nsymurensusii cax! Beite MacChl I[BETOB, 'o-
nyﬁoe He6o... (13: 210)
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Benn st pogunack 37eck, 3GECH XKAIH MOH OTell M MaTh, MOH Iel,
a Jiofmio »roT HoM, 683 BUIIHEBOro caja A He NOHAMAI0 cBoel
>KHapd [...] Bexs Mol cere yroHyn agecs. .. (13: 233-34)

O Moi MHILIN, MOH HeXXHHIN, NpekpacHui can!., Mos xu3HE,
MO MOIOIOCTD, CuacTee Moe, mpomaii!.. [pomait!.. [...] B no-
CIIeIHHW pa3 BIrNAHYTh Ha CTeHbl, Ha okHA... [lo 3ToN KoMHaTe
moGHNa XCOWTs TIOKOHHaA Matsk... (13: 253)

Ljubov' Andreevna's happiness is not the abstract future happiness of humanity,
of Trofimov's demagogic "we". Her happiness is the beauty of these trees in
bloom against this blue sky, the memories of her childhood, of her mother — for
one moment, a tree becomes her mother wearing a white dress —, the memory of
her young son and his unexpected death; her happiness is her love for these
people and the cherry orchard as the place where they lived and died. The
orchard blooming again in the spring, every spring, in a real, beautiful and
fragrant show of resurrection (“after a dark stormy autumn and cold winter"), is
the only place on earth where happiness — love experienced, remembered, and
promised — is at all possibie. That is what Lopachin's axes are about to destroy.
Yes, the orchard is imperfect; it is too large and has no practical value, as Lopa-
chin points cut {(Act II}; human souls owned by the past generations of Ljubov'
Andreevna's family look reproachfully — or should! — "from every cherry tree,
from every leaf and every trunk” at the imaginary guilt-ridden bearer of social
consciousness strolling in the night, as pictured in Act IT for Anja Ranevskaja by
Petja Trofimov, the self-appointed chastiser of the atavistic gentry. But human
beings are themselves imperfect, and so is their happiness.

Lopachin's vision of happiness replaces the cherry orchard with its house and
other old buildings with "daénye ucastki" 'plots for summer cottages' rented at
10 rubles an acre ("po 25 rublej v god za desjatinn"), plots where the cottage
renter will 'do some farming’,

M TOTZa BUOIHEBEIA call cTaHeT CYacTIMBEIM, BOTATLIM, POCKOLI-
HEM. .. {13: 206)

TIpuxomuTe BCE CMOTPETS, Kak BpMmoJiaf JloaxMH XBATHT TOIO-
pOM OO BEUIHEBOMY Cally, Kak yHagyT Ha 3emiuio repesbs! Ha-
CTPOHM MBI J1a4, ¥ HAaIUK RHYKH H IIPABHYKH YBHIAT TYT HOBYIO
MUIHD... (13: 240)

Lopachin's scheme is economically rational and profitable, and such is the con-
tent of his quest for happiness. He recognizes beauty only as a promise (or
result) of profit, compare the above as well as this offer of a loan to Petja Trofi-
movy:
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A1 BecHoilt mocesAN Maky THICATY HECATHH H Telleph sapaboran co-
POK THICAT 9HCTOrG. A KOrJa MoH Maxk IBen, uTo 3710 §nioa 3a
kapruHa! Tak BoT 4, FOBOPIO, 3apaboTall COPOK THICAY H, 3HATHT,
npennaraie rebe pzadmer [...] (13: 244)

Petja Trofimov, by contrast, sees all formns of private happiness as mere foibles,
mere flaws of character or demeanor, including Lopachin’s idea of it. Petja's
quest for happiness is a life of self-denial, struggle, suffering, “extraordinary,
unceasing hard work", the ascetic quest of coilective (first-person plural} atone-
ment for someone else's past sins:

Mzt oTeTanu 1o kpafiHeif Mepe JIeT Ha IBECTH, ¥ HAC HET ellg POB-
HO HHYET0, HET OUpEeNneHHOT0 OTHOMEHHS K MPOIIIOMY |[...]
Beﬂ:b TaK SACHO: '-ITOGBI HAYAThH ZXHThE B HACTOATIICM, HAIO CHAYAIIA
UMCKYIHTE HAle TPOINoe, MOKOHTHTL ¢ HEM, 4 HCKYIHTE ero
MOXKHO TOJNBKG CTPATAHHEM, TOMLKO HeOOHYaMNEIM, HePephiB-
HBIM TpyaoM. Tlokimare ro, Aug, (13: 228)

With his negation of the private domain, Petja has no chance of learning about
his own hypocrisy. He declares himself to be one of those new and better men
who are "above love" ("my vy¥e ljubvi" 'we are above love', he says to Anja in
Act IT and again to Ljubov' ["Love"] Andreevna in Act III, covering himself
with the figleaf of his usual "we"), yet at the very end of Act I he exclaims to
himself as he watches Anja being taken to her room half-asleep: "(v umnilenii)
SolnyZko moe! Vesna moja!” (13: 214) ‘(overcome by tenderness) My sunshine!
My spring!' This unconscious declaration of his love for Anja is the last glimpse
of Petja's private (and unconscious, unrecognized) feeling. Lopachin with his
quest for happiness as gain will put the cherry orchard to the axe, and Trofimov,
for whom the cherry orchard is nothing but a reminder of social injustice, will
push Lopachin aside and introduce his brand of "new life", the new life of col-
lective guilt, collective responsibility, collective stupefaction and misery which
‘Cechov would not live to see but the presentiment of which, along with an
uncannily prophetic characterization of the dramatis personae who would bring
it abont, he left his readers in his last finished work.

Cechov's 1887 story "Sast'e ["Happiness"], which he identifies in an 1888
letter to Ja. P. Polonskij as the best of all his stories,?! contains a number of
textual etyma to the themes of indifferent nature and the quest for happiness, as
well as to the "breaking string” sign {both an icor and a symbol in Peircean
terms) found in The Cherry Orchard, and thus warrants close consideration. The
story is set shortly before dawn in the southern Russian steppe not far from
Cechov's native Taganrog; its dramatis personae are two shepherds, one young
and one old, and Pantelej, a middle-aged inspector in the employ of an estate
owner. There is also a flock of sheep thinking their "viscous" ("tjagu&ie")
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thoughts. The old shepherd tells stories about treasures buried in the steppe, and
amulets enabling people to find and dig out those treasures. In one of the old
shepherd's monologues, there occurs the first parallel ta Firs's lines in Act II,
spoken just after the sound of the string breaking:

OUPC. Tlepen necuacTseM TO (e OBUIO: H COBA KpUYala H CAMO-
rap ryznel Gecrepen.

I'AEB. Ilepen kakuM HecuacTeeM?

OUPC. Ilepen someit. (13: 224)

Compare the old shepherd's words:

"3axodeT HeIHCTAA CHIIA, TAK H B KAMHE CRHCTCTE HadHeT. Ilepen
BOIIEH ¥ HAC TPH IHA M TPH HOYH ckend ynena. Cam cibixan”. (6:
212)

This correspondence helps establish the genetic relationship between "Happi-
ness" and The Cherry Orchard. Further consideration produces results that bear
directly on the interpretation of the breaking string motif. Just before dawn, in
the middle of the old man's most gripping and personal "buried treasure” story,
in which his own brother acquires an amulet and is on the verge of success, a
strange sound is heard:

B THXOM BO3IyXe, PACCHITAACE IIO CTEITH, TIPOHECCH 3RYK. UTO-TO
BIIaJIK TPO3HO axXHYJ0, YAApHICCh O KaMeHL H IToGexxalo o cre-
v, wananas «rax!rax!rax!rax!» Korma 3pyk 3amep, crapuk Bo-
IIPOCHTCJ'ILHO Mmorasnachi Ha PaBHOOYINHOIO, HEIIQABHXKHO CTOAB-
wero Ilanrenes.

— 370 B 1IaxTax §agpsa copBaNack, — CKalal MOJIONOH, HONYMAaB.
Ve ceerano. (6: 2115)

In light of this description, it seems utterly impossible to take Lopachin's expla-
nation of the "sound of a string breaking” in The Cherry Orchard seriously. The
phrase "grozno achnulo" 'banged menacingly' and the onomatopoeia of the
sound itself bear precious little resemblance to the sound made by a musical
instrument's breaking string (and let us recall that the only musical instrument in
the relevant scene of The Cherry Orchard is Epichodov's guitar),

Toward the end of the story, the themes of nature's indifference and man's
impassioned search for happiness intertwine. Pantelej is about to ride off, but
not before saying to the two shepherds:

"EcTh CUACTLE, Id HET YMa HCKATL ero, [...] Ha, Tak B yMpellb, He
MOBHJIARIIH CYACThA, KAKOe OHO TAKOE &CTh... [...] Kro momo-
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JOXKE, MOJKET, H ROXKICTCA, & HaM YK H AyMaThk Oopa OpocETh".,
(6: 215-16)

Then Pantelej mounts his horse "looking as if he'd forgottén something or hadn't
finished saying something", and squints at a view in the distance:

B cuHeBaroll aN, THE MOCIeTHU BHIMMEE XOIM CIHBAJCS C
TYMaHOM, HMYTO HE IIEBEIHIOCh, CTOPOIKEBEE M MOICHILHES
KypraHH, KOTOPEIe TaM U CHAM BEICHIIACE HAZ 'OPH30HTOM H Ge3-
TPAHMHYHOIO CTeHBIO0, TIANEIH CYyPOBO M MEPTBC; B MX HErod-
BHKHOCTH ¥ Ge33BYUMN 9yBCTBOBAIIKCH BEKA H MOJHOE PABHOIY-
LIHE K MelIOBEKY; NPOHAIET ellle THCAYA JIET, YMPYT MHILTHAPIEL
Ionei, a OHH Bee elne GYRYT CTOSTh, KaK CTOANM, HUMAND HE
coxarnes 06 yMepIIHX, He HHTCpECYACh XKHBEIMH, H HA OIHA
ZKHBas IyIIa He OYJET 3HaTh, 3a9eM OHH CTOST U KaKyK CTEIHYO
TalHy OpaayT nop cofoH.

HpocHYBImMECA I'pad, MOJIYA M B OJHHOYKY, JETANY Hal JeMIe.
Hn B neHHBOM NIOJIETE 3THX HONTOBEUHBIX ITHII, HE B YTPE, KOTO-
poe TOBTOpSiETCA aKKYpATHO KadKIBIE CYTKH, HH B OelrpaHAv-
HOCTH CTEIH - HH B 9¢M He BHIHO OBITO cMBIcIa. O0BSITYHK
YCMEXHYJICS ¥ CKAJAIL

— 3xag umps, locrropy noMuiryit! Holigu-ka, Halou cgacthe! (6:
216) '

Cechov directs his character's glance at a pretext, furnished by the steppe, for his
own look at “indifferent nature”. In Cechoy, nature's indifference to a person's
existence (always a particular person's existence, never that of humanity in
general) has an important corollary, namely that nature's boundless expanse,
spatial and temporal, and the cyclical "neat repetition” of nature's phenomena
are in themselves meaningless. "What an expanse, Lord have mercy on ust Who
can possibly find happiness here!" This remark resonates in Lopachin's Act IT
monologue which immediately precedes Gaev's "prose poem”:

HHoit pas, korga He cuutes, 51 ayman: «f ocmonH [ef. "Tocnonm
momiLTyit!"], Tel man Ham rpomaiHEble jdeca, HeoOEBSTHEIE HOMAA,
rayGovaiimue ropusontsr [cf. "Oras umps [...]!"], B, kI8 TYT,
MHI ¢aMH JOIDKHEI bl TO-HACTOAINEMY OLITh BEIHKAHAMH.,.» (13:
224)

Lopachin answers the question implied by Pantelej in "Happiness”; to find
happiness in this expanse, you have to become a giant, you have to set gigantic
tasks for yourself and work hard te fulfill them — the way he, Lopachin, works,
Ljubov' Andreevna's retort to Lopachin's dream of giants assumes a characte-
ristically human and personal scale: "Vam ponadobilis' velikany... Oni tolko v
skazkach choroti, a tak oni pugajut”. (13: 224} "Yon need giants... They're fine
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in fairy tales alone, but otherwise they're frightening'. Lopachin's gigantism is
both meaningless and frightening. Ordinary human happiness is not even con-
ceivable outside of ordinary human dimensions, outside of the dimensions of a
specific private place that gives meaning to a private life (Ljubov' Andreevna's
cherry orchard). The temptations of the superhuman, of sweeping gestures and
generalizations, of happiness imaged as a treasure buried somewhere in the vast
emptiness of the steppe or in the emptiness of the future brought about by the
destruction or abandonment of the past {Lopachin and Petja Trofimov), can only
be born and borne in a mind as unformed and uncultivated as the expanse of the
"silent steppe and ape-old mounds”. "One doesn't have the intelligence" to find
happiness, says Pantelej; and even if one could find it, one wouldn't know what
to do with it. When the young shepherd asks what the old shepherd would do
with the treasure if he found it, the latter does not have a clue:

— d-107? — ycMeXHyncs cTapuk, ~ ', Tonexo 6H HallTH, a TO...
Tniokasan Oul A BeeM KysekHHY MaTh... I'm! 3Hato, 4To nenmars. ..
U crapux ne cyMell OTBETHTb, ITO OH OYJET HellaTh C KJIAIOM,
€CIIH HalifeT ero. 34 BCIO 3KU3Hb 5TOT BOIIPOC TIPENCTARAIICS €My
B 3T0 YTPO, BEPOSITHO, BIIEPBEIS, 4 CYNS II0 BHIDAXKEHWIO ITHIA,
JIErKOMEICHEHHOMY ¥ fe3pasiiiuHoOMY, He Ka3alcsa eMy BAXKHBEIM
¥ JIOCTOMHBIM pasMbilineHus. (6: 217-18)

Lopachin and Petja Trofimov, the two ascending powers in The Cherry Op-
chard, do not fare any better than the old shepherd in that regard. Where "Hap-
piness" and The Cherry Orchard differ is in the structural and symbolic resolu-
tion of the search for happiness theme, In "Happiness", the contrastive juxta-
position of nature's indifference and the human search for happiness is followed
by an epiphanic sunrise, the light of the rising sun together with a shift in view
point from the steppe to the peak of the Saur, the tallest mound in the steppe,
allows the reader a saving glimpse of a different life "which has nothing to do
with buried happiness and ovine thoughts". In The Cherry Orchard, by-contrast,
the scene in Act I which culminates in "the sound of a string breaking” begins
at sundown. "The sun has set, ladies and gentlemen”, Gaev announces, and his
announcement, in terms both of the context of the scene and its anagnostic
counterpoint, has obvious eschatological overtones.22

The eschatological overtones have already been signaled in the stage direc-
tions at the end of Act I: "Daleko za sadom pastuch igraet na svireli". (13: 214)
'"Far away, beyond the orchard, a shepherd is playing his pipe’. In a letter to
Stanislavskij of November 5, 1903, in which Cechov gives the director
important instructions on various aspects of the stage set and production, he
writes: "Va3 pastuch igral choroo. Eto imenno i nuZno".23 Far from being an
insignificant sound effect, the sound of the shepherd's pipe is yet another literary
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reference, a self-reference in this instance.2* Cechov intended his audience to
recall his "Svirel™ ["The Shepherd's Pipe"], a story also written in 1887, which
both structurally and thematically is closely related to "Happiness”. Here, too, a
passerby in the employ of a landlord encounters a shepherd, engages him in
conversation, and then leaves.? "The Shepherd's Pipe" begins with the sound of
that shepherd playing his pipe, yet the sound is described in a way that frustrates
the reader’s expectation of a pastoral idyll:

Hrpok Gpan Be Gonee MATH-[HSCTH HOT, IEAHEBO TAHYI HX, He CTa-
padgch CBA34ATL HX B MOTHB, HO TEM HE MEHEE B €I'0 ITHCKE CIIbIIa-
JIOCE 4TO-TO CYPOBOC H UPes3BHIAHHO TOCKIHBOE. (6: 321)

The ominous implications of this description are borne out by the shepherd's
words which tell of the current decline of the natural and human world: rivers
and marshes are drying up, land is being deforested, fish and game disappear,
people of all classes are getting worse both physically and morally from year to
year, The end of the world, "vseochvatyvaju€aja gibel™ 'all-embraching ruin'
precipitated by humanity's failure to do God's will, is imminent. The shepherd's
prophecy concludes with his interpretation of a recent eclipse, that traditional
harbinger of cosmic cataclysms: "Znacit, bratuska, i v nebe neporjadok-to!
Nedarom ono..." {6: 326) 'That means, brother, there's disorder even in the sky
[or 'in heaven’]! It's not for nothing...' The shepherd looks at the sky and starts
playing his pipe. Just as in the beginning of the story, he plays a few squeaky
notes that fail to make a tune:

Camble BLICOKHNE NHCKIHBLIE HOTH, KOTOPEIE TPOSKANH M 05pHBa-
JIMCE, KA34TI0CE, HEYTEIIHO IINAKAIH, TOTHO CBHPENh GhTa GonnHa
H HCHYTaHa, 4 CAMBIG HIKHHE HOTEHL II0UEMY-TO HAlIOMHHAIM TY-
MaH, YHEBUIEE TepeBbd, cepoe Hebo. (6: 326-27)

The sense of the approaching catastrophe is enchanced by Cechov's description
of the imminent late autumn (the relevant phrases are underlined):

YyscTBOBANACE GIIHIOCTE TOIO HECUACTHOI'0, HHYeM HE MPeNoT-
BPATHMOr'O BpPEeMEHH, KOFTA TONA CTAHOBATCSA TEMHEL, 3eMIIS

Cpsigra ¥ XOMONHA, KOrma JIIAKYIds HBd KaKeTCH enle IevYalh-
Hee, H M0 CTBOMY €C [TON3YT CHeID], H JHIINL ONHH KYPaBIIH YX0-

AT ot oOmed ekl na H T¢, TOUHO 005CE OCCKOPOHTE YHEIIY IO
TPHPONY BHPAKESHUEM CBOEI0 €IaCTh, OTMANIAIT NONHebeCH:

CpPYCTHOH, TOCKITHROH mecHeit. (6: 328)

The story ends with the passerby listening to the fading sounds of the pipe as he
departs:
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[...] a xormua caMas BEICOKAS HOTKA CBHPENH NPOHECACH TIPOTIAK -
HO B BO3IYXE U 3a0POKATIA, KAK MOJIOC IITA9yIIero YeIOBeKa, eMy
CTAJO YPedBbLIYAHHO FOPLKO M ODHIOHO HA HEUOPAMOK, KOTOPHIH
3aMeyajicd B IPAPOHE.

Bricokas HOTKA 3aipoxKalia, 060pBalach, H CBHpellb CMONKIA. (6!
328)

Thus ends the story, on a high note lingering in the air and breaking off. "The
distant sound as if from the sky, the sad fading sound of a string breaking" heard
twice in The Cherry Orchard echoes that sound, rife with eschatological over-
tones. It does not just "symbolize"; for the reader who recognizes the etymon,
the sound of the string breaking connotes the approaching catastrophe by bring-
ing to mind the significance which the echoed sound in "The Shepherd's Pipe”"
has, almost in the same way as the shepherd's pipe connotes the trumpet call
described by Christ in St. Matthew 24: 30. The atmosphere of impending
disaster has been reinforced by the anagnostic presence of "Gre¥nica", as has the
knowledge, through "GreSnica"s New Testament etymon, that love can save. Of
the three quests for happiness — Ljubov' Andreevna's, Lopachin's, and Trofi-
mov's — only Ljubov' Andreevna's is justified ("Thler sins, which are many, are
forgiven; for she loved much.,." [St. Luke 7:47]).

4, The Sound of Strings Breaking and Its Etyma

Count A K. Tolstoj, whose importance in the play is signaled by the role of
"Gre¥nica" in Act I, has a famous poem — famous not only because “standard"
and frequently anthologized, but also becavse three prominent national
composers — N.A. Rimsky-Korsakoff, César Cui, and Anton Rubinstein —
independently and approximately at the same time set it to music (Tolstoj 1963:
744);

3BoHYe XKaBOPOHKa NEHbE,
Slpue BeITHHS [BETHI,
CepIie IONMHO BIOXHOBEHES,
Heb6o nomo XpacoTsL.

PazsopBaB TOCKH OKORH,
1lenmy nomnele pasGHe,
HaGeraeT X34l HoROM
TopxxecTBylONNMA IPHINE,

M 3ByaHT CREKO ¥ 10HO
HoBEIX cun Moryuni cTpoH,
Kax HaTAHYTHE CTPYHEI
Mexny HeGoM U 3emieH, 26
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The phrase "veSnie cvety” 'spring flowers', phonologically (metaleptically), sy-
necdochically, and metonymically related to "viSnevyj cvet" 'cherry blossom'’
(cf, vi¥névyj cvet ‘cherry color’), is echoed throughout The Cherry Orchard,
beginning with the play's very title, "Vi¥nevyj sad".2? The poem is echoed in
Ljubov' Andreevna's first significant monologue, discussed in part above:

O can mMoit! Tlocne TeMHON HEHACTHOR OCEHM H XOTOIHOM SHME
[cf. "pa3zopBaB ToCKH OKOBEL"], OMATE TEL MOJIOX ["KHUIHHA HOBOL /

[...] npumas", "aeyguT cBexo u o / HoBuix cun [,,.}"], monox

cuactesa ["Ceprue nomso BroxHoBeHbs, / Hebo monvo kpacort'],
anreikl HeOecHHe He NMOKMHAYNA Tebd... [...] Kakol Haymu-
TeIeHbIH can! Benble MaceH IBETOR, ronyGoe HeGo... (13: 210)

But the apocalyptic shepherd's pipe sounds at the end of Act I. The doomsday
overtones of "The Shepherd's Pipe"” contrast dramatically with the songlike,
ecstatically optimistic tone of Tolstoj's poem (and the three popular hits it
produced). The passage already quoted from the final scene of "The Shepherd's
Pipe” ("Cuvstvovalas' blizost'...", see page 35 above) is both thematicaily and
structurally the reverse of the A.K. Tolstoj poem. Cechov's cranes ("¥uravli”)
that end the passage by escaping "the general calamity” singing their "sad,
melancholy song" are the seasonal and architectonic opposite of A K. Tolstoj's
skylark ("favorenok™), whose resonant song heralding the coming of spring
begins Tolstoj's hymn. Cechov takes issue with Tolstoj's optimism expressive of
the hopeful upsurge of Russia's creative energies that culminated in the reforms
of 1861 and the subsequent years.28 The Freedom Act of 1861 is described. as
"the Disaster" by the very people who were supposed to benefit from it, The old
servant Firs, who serves as the "shepherd” not only of Gaev but arguably of the
entire Ranevskaja household and who often echoes the old shepherds in
"Happiness” and "The shepherd's Pipe",?? speaks of the 1861 Freedom Act as
the calamity that destroyed order, however imperfect it was, replacing it only
with chaos:

JIOTIAXWH, Ipexxne oyeHb xopomo Suiro. Ilo xpaiineif mMepe,
gpamm. PUPC (ne paccnninias). A eme 65l Myskuka mpu rocro-
Oax, FOCIiona IpH MYXHKAaX, a TEIeph BCe Bpasnpols, He moH-
memb HuYero, (13: 221-2)

The old shepherd in "The Shepherd's Pipe” sums up the situation: "I v nebe
neporjadok-to!” ‘There's disorder even in the sky!' This disorder in natere and
human affairs contrasts stridently with A.K. Tolstoj’s "novych sil mogugij stroj"
‘'mighty concord of new forces'. And if there are any "new forces™ in the world
as it appears in The Cherry Orchard, they are Lopachin and Petja Trofimov.
"Nabegaet Zizni novoj / TorZestvajuiij priliv" 'The triumphant tide / Of a new
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life is overflowing' is echoed mockingly in the gloating triumph of Lopachin in
Act IIT and in Petja Trofimov's gushingly corny yet sinister apostrophe "Zdrav-
stvuj, novaja Zizn'!" 'Hello, new life!’, emitted to the accompaniment of
Lopachin's axes. "Vsja Rossija na$ sad!" 'All of Russia is our orchard!"30 Count
AK. Tolstoj's strings3! tantly strung between heaven and earth, the strings that
bind heaven and earth together in one harmonious whole (stroj means "[musi-
cal) temperament, concord”, cf. German Stimmung) imaged like the cosmic
cithern of the Pythagoreans32 - it is those strings that break in Act Il and at the
end of the play, in Act IV, as Firs, the last living link between the past and the
present, lies on the brink of death, abandoned in the house destinred for demo-
lition.

The image of a taut string about to snap as a metaphor for imminent cata-
strophe33 has yet another recognizable source in a famous work by a prose
writer whose aristocratic title and last name, although homonymous with the
poet's, are sufficient to name him and only him: Count L.N. Tolstoj. In the
Epilogue to War and Peace, Pierre Bezuchov explains to an intimate circle of
friends and family his views of the contemporary situation and his remedy for it:

Bc# canmkoM HaTAHYTo H HenmpeMeHHO JomnHeT [...] Korma Bel
CTOHTE H KEETE, 9TO BOT-BOT JOMHET 3TA HATSIHYTAS CTPYHA, KO-
ria BCe XKAYT HEMHHYEMOro NEPeBopoTa, HAI0 KAK MOXKHO Tec-
Hee H GONBIIE HAPONA BIATECA PYKa ¢ pyKkoH, YTOGH IPOTHBO-
crosTh 06Welt karacrpode [...] Msi TONBKO WA TOro, TEOOR
sapTpa IIyrazes He IIpHIICH 3ape3aTh H MOHX H TBOHX JcTel H
qro0K ApaKYecE HE [TOCHAl MeHA B BOGCHHOS IIOCENEHHE, ~ MEI
TONBKO A7L5% 9Toro GepeMcs pyka ¢ pyxol, ¢ OQHoH 1iesiblo obinero

6nara u ofwel GesomacHoetd. (L.N. Tolstof, Vajna i mir, Epilog,
Zast' I, glava XIV)

Like a true prophet, Cechov not only predicts and symbolically describes the
coming disaster, he also tells his listeners or readers anagnostically what they
ought to do in order to prevent the disaster from sweeping them away.

May Cechov's prophecy be re-cognized by more "honest people” among his
play's readers and viewers — especially in today's Russia but also abroad — than
ever before.

Notes

1" For this brand of philology, see a useful summary in Boeckh 1968; 3—46.

2 This is the first and las occurence of "intertextuality” in my essay, I reject this
term, which Julia Kristeva built on the ruins of Husserl's "intersubjectivity” —
after the subject had been deconstructed —, for three reasons. First, } cannot
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condone, morally or theoretically, the Iéniniste liquidation of the thinking
subject as a philosophical and cognitive category. Second — if we suspend the
first and adopt "intertextuality” as a mere technical label-, we see that it is
justified if and only if it applies to that relatively rare sitzation in which lite-
rary texts really are inferrelated, namely, A addresses B and then B replies to
A (as in letter-writing). Usually the relationship of literary texts is one-way
only. Third, intertextual theory is a hodge-podge of heterogeneous termino-
logies, ideologies, and formalisms (see Plett 1991 for examples of that type
of theoretical discourse). The term "subtext” (a calque from the Russian pod-
tekst, made available through the admirable work of Kiril Taranovsky and
Omry Ronen), like its traditional counterparts "allusion” and "echo", does not
oblige the interpreter-critic to investigate what happens after the "sweet mo-
ment of recognition”. The term "etymon” does. (I use it to denote a text from
which a later text is derived.) I also propose the term "anagnosis" (with the
matching adjective “anagnostic”, both from anagignoskein) to describe the
yet unnamed process of re-copgnizing a "subtext", returning with it to the text
in question and then imaginatively constructing its new meaning in that text.

The last edition supervised by A.P. Cechov: Anton Cechov, Visnevyj sad.
Romedija v fetyrech dejstivijach. (St. Petersburg: AF. Marks, 1904). Quota-
tions from Cechov's works are taken from Polnoe sobranie solinenij i pisem,
ed. N.F. Bel¢ikov et al. {(Moscow: Nauka, 1974-83); references to Sofinenija
are by volume and page number, references to Pis'ma are so identified, fol-
lowed by volume and page number. All references to this edition will be
included parenthetically in the text. Unless otherwise noted, all of the trans-
lations are my own.

For a good account of Stanislavskij's stereotypical nusreadmgs of éechov s
themes and characters, see Simmons 1962: 611-617. See also Cechov's
letters concerning the various problems in Stanislavskij's and the Art Thea-
ter's interpretation and staging of The Cherry Orchard (to Nemirovi¢-Dan-
denko, of 2 Nov. 1903, Pis'ma 11: 293; to Stanislavskij, of 5 Nov. 1903, 297;
to Batju¥kov, of 19 Jan. 1904, Pis'ma 12: 15), espectally his letters to Ol'ga
Knipper-Cechova of 29 March and 10 April 1904:

[...] AkT, KOTOPHH LOIDKEH NPOMOIKATECA MHHYT 12 maxi-

mum, y pac HaeT 40 MAHYT. OTHO MOI'Y CKa3aTe; CI'yOHI MHS

nnecy Cranucnasekuii. Hy, na Bor c #Hum, (Pis'ma 12: 74)

HemupoBHY H AnlekceeB B MOeH IbeCe BHIAT HOIOKHUTEILHO

HE TO, 9YTC s HAIIMCAIL, H 5 ['OTOR JATh KaKoe YCONHO CIORO,

gTo 00a OHY HM pa3y He IPOYIN BHUMATEIHHO MOEH Ihech,

Ilpoctn, HO f yRepsto Te6s. (Pis'ma 12: 81)

See e.g. Clausen 1987, Hollander 1981; in Russian philology, Taranovsky
1976, Ronen 1974, Amert 1992,



Literary Etyma in Vi¥nevyj sad 67

6 A, Belyj 1904: 47. Belyj reverses the sequence of events in the passage he
describes: first, the sound is heard, then the passerby apppers.

7 Texopckuit cHMBONMUSCKHI NpeiMET MPRHALTEKUT cpady IBYM chepam
~ 4pealbHOH» W CUMBOIMYECKCH — M HH OFHOH H3 HHX B BoJbiNel, yeM
I[pyl"Oﬁ. OH ne ropHT COHUM PORHBIM CEETOM, HO MEPINAET — TO CBETOM
CHMBOJTHYECKHAM, TO PEANBHbIM, (Cudakov 1971: 172)

8 The title of Maurice Valency's book on Cechov's plays is The Breaking
String {1966), and the title of the book's last chapter is "The Sound of the
Breaking String". Valency describes the significance to him of this symbol in
the following passage.
One of the constant complaints of the time centered on the
breakdown of communication between fathers and sons, and the
abyss that divided the older generation from the younger... The
golden string that connected man with his father on earth and his
father in heaven, the age-old bend that tied the peasant to the past,
was not to be broken lightly. When at last it snapped, the result, we
have discovered, was both world-shaking and soul-shaking"”. (289-
90)

David Magarshack ("The Cherry Orchard”, in Wellek 1984: 168-182) does

not doubt that Lopachin's explanation is the correct one;:
It was a sound Chekhov remembered from his own boyhood days
when he used to spend his summer months at a littie hamlet in the
Don basin. It was there that he first heard the mysterious sound,
which seemed to be coming frem the sky, but which was caused by
the fall of a bucket in some distant coal-mine. With the years this
sound acquired a nostalgic ring, and it is this sad, nostalgic feeling
Chekhov wanted to convey by it. It is a sort of requiem for the
‘unhappy and disjointed' lives of his characters. (181}

Francis Ferguson ("The Cherry Orchard: A Theater-Poem of the Suffering of

Change", in Jackson 1967: 147-160) refrains from identifying the sound but

interprets its significance in the scene:
This mysterious sound is... te remind us of the wider scene, but
(though distant) it is sharp, almost a warning signal, and all the
characters listen and peer toward the dim edges of the horizon. In
their attitudes and guesses Chekhov reflects, in rapid succession, the
contradictory aspects of the scene... Lyubov feels the need to
retreat, but the retreat is turned into flight when 'the wayfarer'
suddenly appears on the path asking for money. Lyubov in her
bewilderment, her sympathy, and her bad conscience, gives him
gold. The party breaks up, each in his own way thwarted and
demoralized. (154)
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Georges Banu's note to Lopachin's line in the French translation of the play
{Anton P. Tchekhov, La Cerisaie [Paris: Flammarion]) takes the bucket ("une
benne") explanation even further:
Pendant les années 1870-1873, il y a de trés nombreuses ouvertures
de mines et la Russie se distingue alors par une forte exploration du
charbon. La politique menée par le tout-puissant ministre De Witte,
le «Colbert russe», va assurer le développement de l'industrie
lourde, ce qui entraine le triplement de la production de charbon. Le
phénoméne n'est pas étranger non plus a l'extension du réseau des
chemins de fer, (142)
Cf. a similar socioeconomic commentary on the sound in Hahn 1977:
It is the sound of social transition, of the passing away of a
particular class, as the wheels of a society begin to turn. As the
string snaps in the sky..., the historical process that will absorb them
is almost palbable. (17)
J.-P. Barricelli (1977: 121-136) insists that "the backgronnd of the sound
must be sought in folklore" (127); his search for the meaning of Cechov's
symbols (the snapping string, the hooting owl, etc.} takes him to Slovakia,
Switzerland, and ancient Egypt (127ff.).

Cechov's bad'ja is translated by different transtators as either bucket' or tub'.
The Russian word may denote either a relatively small vessel for transport-
ing coal out of a coal mine (a bucket) or a relatively large one for transport-
ing miners up and down within the shaft. However, Cechov himself indirect-
ly suggests the choice of a tub'. The protagonist of his story "Perekati-pole"
[“The Tumbleweed"] (1887) narrates an episode in which he nearly escapes
death when the badja in which he is descending into a mine shaft breaks off
its chain; he escapes death but is badly injured (6: 260, with notes, 674-5).
the potentially tragic consequences of a badja fall make Lopachin's interpre-
tation of the sound all the more ominous. Andrej Belyj provides additional

-evidence for the translation of bad’ja as 'tub’ ("anybody can understand that

there is horror in that", see the quotation on page 3f.).

10 See S.D. Balukhaty, "The Cherry Orchard: A Formalist Approach”, in Jack-

11

son 1967; 136-146, esp. 143.

In the absence of a more detailed study, I direct the reader to Bitsilli 1983,
esp. Chapters 5 and 7, and Cukovskij 1967: 103-22 and 195-200.

12 Bjalyj 1985: 187 and Kataev 1989: 249-250 mention additional literary pre-

cedents for the sound of the breaking string. Bjalyj gives one etymon from
Heinrich Heine's poem "Sie erlischt” and one from Turgenev's prose poem
"Nimfy", but stops short of demonstrating their relationship to Cechov's text
or interpreting their significance (cf. my discussion of Turgenevian etyma
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below). Kataev suggests yet another Turgenev paralie] (from the story "BeZin
Lug"}). The parallel does not guite fit (cf. Turgenev's description of his
unidentified sound as "protja¥nyj" 'long drawn out’) but Kataev takes it for
granted and proceeds to describe its significance rather nebulously as follows
(250):
Typresesckull 38yK oT «CuyacTesi» K «BHIIHEBOMY calyy» NpH-
06pel HOBBEe OTTEHKH, cTAll IToACOeH BRYKY JIOITHYBILEH CTPYHEL
B nocnenHelt Meece B HeM COSIHHAHUIIACE CHMEOJIMKA JKHIHHA H
pomeael, Poccru: HamoMHuHaHME 0 ee HeoO'BITHOCTH 1 O BPEMEHH,
TIPOTEKAIOIICM HAN Hel, 0 4eM-TO 3HAKOMOM, BEUHQ 3BYUAIIEM
HaJi PYCCKHMH IIPOCTOPaMH, CONPOBOXKIAIONEM GecaHCIICHHEIS
TPHXOJE H YXOIH BCS HOBMX TIOKOJEHIN.

13 Cechov wanted to emphasize the importance of this quotation by having his
Station Master recite the poem in a low-pitched voice (Cechov's letter to V.L.
Nemirovi¢-Dandenko of November 2, 1903 [Pis'ma 11: 293-4]: "HaganeHuk
crasnuy, ypTawuui B III akre «I'pelnHuny», — akrTep, MOBOPANINI
Gacom". (294)

14 Quotations are taken from A.K. Tolstoj 1963: 507-512. All subsequent
references to this edition will appear parenthesized in the text. First published
in Russkaja beseda, no. 1 (1858): 83-88.

15TAEB. Bumusia He 9a JBOPsAHHHA M Bella ceGsl, HeNb3s CKa3aTh, 9TOOH
oyeHs noGpogerentio. OHa xopoluas, nobpas, ClaBHAs, 4 ee 04eHb JIOG-
10, HO, KaK TaM HE NPHAYMEBIBai cMArdaciue o6CTosSTENLCTRA, BCE 3Ke,

HaO COSHATECH, OHA TIOPOYHA. ITO UYBCTBYETCH B e¢ MaleHIleM JBHAXKe-
aud. (13: 212)

16 Elisaveta Fen: "God bless you, Mamma!" (Chekhov, Plays, translated and
with an introduction by Elisaveta Fen [Baltimore: Penguin, 1959]: 385).
Similarly Ronald Highley (The Oxford Chekhov, tr. and ed. Ronald Highley,
vol. Il [London: Oxford University Press, 1964]: 187) and David Magarshak
(Chekhov, Four Plays, tr. David Magarshack [New York: Hill and Wang,
1969]: 232). Stark Young: "I bless you" (Chekhov, The Cherry Orchard, ed.
Herbert Goldstone [Boston: Allyn & Bacon, 1965]: 33) and Eugene K,
Bristow: "I give you my blessing" (Anton Chekhov's Plays, tr. and ed.
Eugene K. Bristow, 1977]: 201).

17 This is the symbolism intuited and described in Belyj 1904,
18 Cf. Cechov's use of A.K. Tolstoj's Gre¥nica in his story Ulitel’ slovesnosti

(see Julic W. de Sherbinin's "Life Beyond Text: The Nature of Illusion in
"The Teacher of Literature', in Jackson 1993; 115--126.
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19 The editor of Vestnik Evropy announces in his introduction to the first
publication (Qctober 1882) of the "prose poems” Turgenev's consent "pode-
lit'sja s &itateljami [...] temi mimoletnymi zametkami, mysljami, obraza-
mi..." 'to share with readers [...] those fleeting notes, thoughts, images..."”
(Turgenev 1898: 64).

20 Cf. Ol'ga Knipper-Cechova's letter of Aug. 25, 1901 to her husband, in which
she describes Lika Mizinova's recitation of the most popular among Turge-
nev's "prose poems”, "Kak chorodi, kak sveZi byli rozy..." ["How pretty, how
fresh were the roses..."] at an audition for the Moscow Art Theatre; see
Pis'ma 10: 336. The other pieces recited by Mizinova were 2 monologue
from Cechov's Uncle Vania and a scene from Count A.K. Tolstoj's tragedy
Car' Theodor loannovic,

21 The letter is dated March 25, 1888 (Pis'ma 2: 219). In it, Cechov asked Polon-
skij to allow him to dedicate the story to him. "SZast'e” was subsequently,
published with that dedication.

22 Richard Peace is the most recent in a long line of commentators who sense
something much larger that just a sunset in Gaev's announcement. Unfortu-
nately, he too is infected with the vulgar sociologism of Soviet critics:
"Gayev's setting sun seems like a valedictory symbol for an age and a class".
(Peace 1983: 134)

23 Pis'ma 11: 298. In his letter of November 1, Stanislavskij wrote:
Jlerom s manucan gorHorpagom pokox mactyxa. Toro camoro,
Koroporo B mo6umm B JIobuMoske. Brmo gynecHo, A Teneps
3TOT BANTHMK o4eHb Ipuronuted. (Pis'ma 11: 616)

24 That the sound of the pipe is a literary echo was apparently first recognized
by Tulloch 1980: 189,

25 The shepherd in "The Shepherd's Pipe" is described in terms strongly remi-
niscent of the old shepherd in "Happiness". Cf. in "The Shepherd's Pipe":
"starik [...] to¥&tj, v rvanoj sermjage i bez $apki” ‘an old man [...], emaciated,
dressed in a torn coarse shirt and without a hat'; in "Happiness™: "to¥&ie pledi”
'emaciated shoulders' and the pathetic sight of the shepherd's back, "back
with sunburn and old age", bared by his "chol¥¢evaja rubacha" "coarse linen
shirt' which keeps creeping up as he gesticulates.

26 First publication: Russkaja beseda, 1858, no. 1,789-90. Incidentally, "The
Sinful Woman" was first published in the same issue.
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27 Cechov intentionally placed the eccent on the first syllable of the word
visnevyj; i.e., the unusual vi¥nevyj, not the customary vi¥névyj. K.S. Stani-
slavskij (Moja Zizn' v iskusstve, in Sobranie sofinenij, vol. 1 [Moscow: Is-
kusstvo, 1951]: 268) records this in his memoirs; :

Yexop BRIICPKAN NAY3IY, cTapasck OuTh cepbésHuM. Ho 5TO eMy
He VI2BajloCh — TOPXKECTBEHHAS yNpIbKa H3HYTpH IpobHBaIach
Hapyky. «[locnymaiite, a >Ke HalleNn YyJecHOe HA3BAHME IS
meecel. YynecHoe!» — 0OGBABHI OH, CMOTPST Ha MEHA B yIIOP.
«Kakoe?» — mapomHoBaNncH A. «BAMHeBHH cal», — 4 OH 3aKa-
THIICA PAJIOCTHEIM CMEXOM, A He NMOHSAT IIPHYHHLL €10 PaJOCTH K
He HAINET HUHEro 0coBCHHOrO B HAZBaHHK.
The accent vi¥nevyj "cherry-tree (adj.) distinguishing it from vi§névyj, rela-
ting to the fruit (as in "cherry pit"), is somewhat archaically recherché. This
stylistic (&r:‘fi social) fact may well have been the source of Cechov's alleged
hilarity. Cechov may also have had in mind a poem by A.K. Tolsto}, in one
of whose stanzas the phrase "vi§nevyj sad" 'the cherry orchard’ appears with
the accent on the first syllable. Stanislavskij just did not get it, to Cechov's
apparent dissapointment. Subsequently Cechov even insisted that Stani-
slavskij pronounce the play's title "Vi¥névyj sad” (Stanislavskij 1951: 269).
Here is Tolstoj's poem:
HeTo4HNK 32 BAIHEBHIM CalioM,
ClielB: CONBIX EBHYbHX HOT,
H TyT 2xe oTTHCHYNCA PAIOM
I'BoamsaMu NonGHTHIHA caror,
Beé THX0 Ha MecTe UX BCTPEUH,
Ho gyeT persuBO Mol yM
H 1memnoT, 1 cTpacTHEE peyH,
H Benep pacnnecKaHHEIX IyM.., (153)

28 Cf. Firs's remark: 'T didn't agree to be freed then, I stayed with my masters. ..
(Pause) I remember, everyone was happy, but why there were happy they
didn't know themselves'. (Act II, 13: 221)

29 The parallel between Firs and the old shepherd in "The Shepherd's Pipe" is
briefly discussed in Tulloch 1980: 189.

30 In the spring of 1904, Viktor Baranovskij, a Kazan University student, wrote
Cechov three letters — a rare testimony of a contemporary's reception — about
The Cherry Orchard. Tn his second letter Baranovskij writes:

Your play may be called a frightening, blood-soaked drama; God
prevent it from unfolding. How horrible, how frightening it feels,
when the dull sounds of the axe are heard off-stage!! It is horrible,
horriblie! One's hair stands on end, one shudders!., [...] The cherry
orchard is all of Russia!" (Cechov 14: 502-03)
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Symptomatically, the Stalinist literary critic V. Ermilov recognized in Petja
Trofimov a kindred spirit and used his phrase "All of Russia is our orchard!”
as the title of the last section of the chapter on The Cherry Orchard in his
1948 book Dramaturgija Cechova (pp. 265-68). To Ermilov, the Soviet
Union of 1948 is a "magical blossoming orchard" (265) into which Russia
was transformed by Anja and Trofimov (whom Ermilov compares with
Nadja and Safa from "Nevesta" ["The Bride"], Cechov's last story).
According to Ermilov, Nadja and Anja "join the revolutionary stmggle for
the freedom and happiness of the motherland" (267).

31 In A K. Tolstoj's poem, "the mighty concord [con-chord] of new forces" re-

32

sounds /ike the strings stretched between heaven and earth: it is a simile. In
Cechov's play, the sound of strings breaking is as real as any other sound
coming from the stage; his stage directions leave no room for doubt.

See Leo Spitzer's masterful discussion of the Pythagorean etyma of the idea -
of harmonia mundi in his posthumously published book Classical and Chris-
tian Ideas of World Harmony (1963), esp. Chapters 1 and If, Cechov's fami-
liarity not only with Greek patristic thought but also with its classical sources
(including Cicero and the Stoics such as Epictetus and Marcus Aurelius),
although it is well documented, has not been explored in terms of its impli-
cations for his creative work,

33 The image of a snapping string as a symbol of disaster occurs several times in

L. Tolstoj's Anna Karenina, e.g. Part IV, Chapter XXI:
—Her, CtuBa, — cKa3afa oHa. —~ I nmorufna, morudnal Xyxxe gem
moruGna. [...] A — xak HaTAAYTaA CTPYHA, KOTOPAS JOJIKHA JIOI-
HyTb. Ho eme He KOHYEHO... U KOHIMTCA CTPAlIHo.
— Huuero, MOXHO ITOTHXOMEKY CITYCTHTE CTPYHY. [...]
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. Brian Horowitz
FROM THE ANNALS OF THE LITERARY LIFE OF RUSSIA'S
SILVER AGE: THE TEMPESTUOUS RELATIONSHIF OF

S.A. VENGEROV AND M.O. GERSHENZON!

Within Russia's Silver Ape it is difficult to find two scholar intellectuals
seemingly more alike than Mikhail Osipovich Gershenzon and Semen Afanas’e-
vich Vengerov. By background, education and intellectual interests they were
extremely similar. Both were born to Jewish families and educated at Russian
universities. Both became major scholars of the work of Alexander Pushkin and
historians of Russian culture of the first half of the nineteenth century, Political-
ly, both shared a desire to transform Russian society. Despite these parallels,
however, Gershenzon and Vengerov belonged to different generations and held
divergent views about the purpose of art, Russian history, the role of the Russian
intelligentsia and the meaning of the Russian revolution of October 1917. This
article is an investigation of these differences, based on their correspondence
from 1903-1920.2

Mikhail Osipovich Gershenzon (1869-1925), born in a Jewish family in Ki-
shinev, the center of the Jewish Pale of Settlement, became one of Russia's
greatest historians. Although his parents were not rich or especiaily educated —
his father was an unsuccessful businessman and his mother did not work — Ger-
shenzon graduated from Moscow University with a gold medal. Despite his high
grades and the support of his mentor, Professor Pavel Vinogradov (later Sir Paul
Vinogradoff, Professor of History at Oxford) Gershenzon was prevented from
pursuing an academic career due to his official status as a Jew. Taking the road
open to him, Gershenzon became an independent writer, and he achieved fame
with his "novel-like" monographs about Russia's spiritual seekers and his
insightful essays on the work of Alexander Pushkin. Hailed by admirers as the
"Russian Carlyle", Gershenzon devoted over 250 items to the study of Russian
intellectual and literary history. Among his most famous works are, Istoriia
molodoi Rossii (1907), P. Ia. Chaadaev: zhizn' i myshlenie (1908), Istoricheskie
zapiski (1910), Obrazy proshlogo (1912), Griboedovskaia Moskva (1914) and
Mudrost’ Pushkina (1919). He was also active as a political observer. Gershen-
zon edited and contributed to Vekhi, the sensational collection of essays criticiz-
ing the Russian revolutionary intelligentsia (1909), and coauthored the famous
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Perepiska iz dvukh uglov (1921) with the poet Viacheslav Ivanov. After the Bol-
shevik revolution, Gershenzon held important offices in the literary bureau-
cracy. He was the first President of the Moscow Union of Writers and head of
the Literary Division of the Academy of Sciences from 1922-1925.

Semen Vengerov (1855-1920), critic, literary historian, bibliographer and
Professor of Petersburg University, was born near Poltava in Lubny to educated
parents; his father was a banker and his mother a German writer.? First certified
as a lawyer, Vengerov studied literature at Turiev University (Tartu), later doing
graduate work at Petersburg University, although he never received a degree. By
the mid 1870s Venperov already staried publishing articles and reviews. which
revealed his strong commitment to the populist ideology. His first serious work
of literary study, Russkaia literatura v ee sovremennykh predstavieniakh. Kriti-
ko-biograficheskie etiudy, about 1. S. Turgenev appeared in 1875. In concert
with his populist perspective, Vengerov devoted his major books to the heroes
of the Russian intelligentsia. Among them, the most inportant are: Istoriia no-
veishei russkoi literatury, Ot smerti Belinskogo do nashikh dnei (1885) and
Geroicheskii kharakter russkoi literatury (1911).

In addition to his scholatly ceuvre, Vengerov received acclaim for his biblio-
graphical work. Vengerov was Russia's first serious bibliographer and under his
direction many volumes of reliable bibliographical information about Russian
culture were published. He also created the first organization committed to the
comptlation and publication of bibliography, the Book Chamber. His biblio-
graphical labors are embodied in four works: Kritiko-blograficheskii slovar’
russkikh pisatelei i uchenykh, 6 vols. (1886-1904); Russkie knigi. S biogra-
Sicheskimi dannymi ob aviorakh | perevodchikakh (1708-1893), 3 vols, (1895-
1899); Istochniki slovaria russkikh pisatelei, 4 vols. (1900-1917); Predvari-
tel'nyi spisok russkikh pisatelei i uchenykh i pervye o nikh spravki (1915-1918).
(Only 2 volumes appeared, although there are 33 thousand unpublished entries
in Vengerov's archive in Pushkin House.) Vengerov also organized the first
Pushkin seminars at Petersburg Univerity (from 1906) which served as a center
for the development of formalist literary scholarship.

Although individual literary critics in Russia from 1890-1920 were eclectic
in method, nevertheless distinct critical schools were identifiable. The main cri-
terion, which permits a rough classification of literary critics, is a critic's didacti-
cism: does the critic interpret literature to further a political or religions pro-
gram? Literary critics such as N. Nevedomskii, A. Volynskii and G. Plekhanov,
who would be difficult to classify in terms of their method, can easily be iden-
tified according to their goal. Plekhanov was politically engagé, A. Volynskii
was a proselytizer of spiritual values, while Nevedomskii was neutral to both.
Nevedomskii preferred a criticism that treated the author's psychology or
intention. Looking at the goal of a critic helps to clarify the differences between



S.A.Vengerov and M.O. Gershenzon 79

the main tendencies in Russian criticism of the time: political, religious or
psychological. The tempestuous relationship of Vengerov and Gershenzon
exemplifies the conflict between politically committed critics and those inspired
by spiritual convictions. Vengerov, a resolute populist, confronted Gershenzon,
a religious thinker, in the prosaic business of literary criticism and historical
studies.

The period in which Vengerov and Gershenzon worked was characterized by
a general reevaluation of values. The values of didacticism and civic utility,
which had exclusively guided the role and significance of literature since the
1850s, had finally come (o an end and in their wake new religious and spiritual
values were vying for ideological dominance. All of literature was up for grabs;
not only the present and future, but also the past. Gershenzon and Vengerov
participated in the boisterious struggle to control the interpretion of history.
Vengerov zealously asserted the superiority of the populist school of criticism,
which claimed that Russian literature was aesthetically beautiful because of its
morally laudable political goals. Gershenzen attached himself to the Symbolist
movement, promulgating the importance of literature primarily as a means of
understanding the mystical and spiritnal truths of the universe. These debates
took place in the unlikely context of the investigation of the biographies of Rus-
sia’s past literary and intellectual heroes: A. Pushkin. P. Chaadaev, 1. Kireevsky,
A. Herzen and V. Belinsky.

The dispute between these two figures was as much emotional as intellectual
in nature. Besides their ideological orientations, each had an individual tempera-
ment which conditioned how they faced and reacted to various issues. Vengerov
revealed a marked need to belong to a collective and was sympathetic to argu-
ments of a moral bent. He attached himself to the populists early in his career
and never deviated from their ideological boundaries. In populism Vengerov
found the moral justification for his life and the collective support of the entire
Russian intelligentsia. In exchange, however, Vengerov had to sacrifice those
aspects of his personality which he could not share with the collective, i.e. his
Jewish identity; Vengerov voluntary converted to Russian Orthodoxy.

In contrast, Gershenzon was an individualist. He believed in a personal
mystical religion of the cosmos which declared that every person was united
through will with the destiny of the cosmos. To live correcily, Gershenzon
claimed, is to follow personal feeling which originates in will, Thus, to be at one
with the universe means to be an individual, single, inimitable and unique.
Gershenzon himself was such an individval, and his personal transformation
from stetl Jew to independent Russian intellectual reflects a conscious choice of
identity. In addition, in his relation to his Jewish roots Gershenzon too was an
individual. Although he did not practice Judaism, neither did he convert to
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Russian Orthodoxy. Rather, he tried to fashion a personal religion of the cosmos
which could substitute for his loss of Judaism and supplant any need to convert.
The relationship between Vengerov and Gershenzon started in earnest in
1905. Far from the spontaneous fury of the revolution, Vengerov was intensely
organizing his six-volume Sobranie sochinenii A.S. Pushkina, which appeared
from 1907-1914. Vengercv intended the project to be "a collection of Pushkin's
works and an investigation of his life and art”. To complete the scholarship pro-
mised by these goals, Vengerov amassed the leading experts on Pushkin of the
time, in particular calling on Gershenzon to contribute articles about Pushkin
and his contemporaties, In requesting an article on Pushkin's relationship to
Chaadaev, Vengerov wrote Gershenzon, specifying his needs this way:

Uber Yaanaes erwarte ich aus Threr geschiitzten Feder ein anfuhrli-
ches Essay. Es muf} das eine vollstindige Monografie Y{aanaen)s
sein, in welchem jedoch ganz besonders seine Beziehungen zn Push-
kin hervorgeholen sein miissen.4

The reasons why Vengerov called upon Gershenzon are clear. Vengerov
needed a scholar to treat Chaadaev and Pushkin's Decembrist friends and Ger-
shenzon had just published essays about these figures; moreover, his historical
approach was not unfamiliar to Vengerov. Just as Vengerov, Gershenzon inve-
stigated writers of primary and secondary importance in order to capture the ge-
neral worldview of an entire epoch. To focus on Pushkin did not entail a drastic
shift in approach; Gershenzon could stiil adhere to his preferred biographical-
sociological method. All that his work with Vengerov involved was a change of
emphasis toward the poet.

During the period of his cooperation with Vengerov (1905-1910), Gershen-
zon's attitude toward Pushkin and especially toward scholarship on poetry radi-
cally evolved. Having written one article on Pushkin's relationship with Chaa-

" daev and another on the poet's friendship with Pavel Nashchokin for Vengerov,
Gershenzon requested a change of roles.S Instead of investigating Pushkin's
biography, Gershenzon craved a chance to analyze the literature directly. In a
letter from May 5, 1906 Gershenzon writes,

...Ho wro MHe 6bino 65t ocofeHHo IO cepaily, 9T0 HamHcaTs Gons-
IUYK BCTYMETENBHYIO cTAaTRI0 K BBr[eHHio] OHerHHy HCTOPHKO-
3CTETHYECKOr0 CBOHCTBA, — IaTh IIMPOKHH AHANA3 HCTOPUH, KOH-
LEIHK, COREIKAHAA U GOpMbE MOSMEL7

Although Evgenii Onegin had already been portioned out to another scholar,
Gershenzon got his chance with "The Queen of Spades”. In his article accompa-
nying the publication of the story in volume four of The Collected Works, Ger-
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shenzon demonstrated his new metaphysical approach to the study of literature.
Analyzing the psychology of the protagonist Hermann, Gershenzon held that
through Hermann, Pushkin presents his elemental, vitalistic philosophy of
existence. Gershenzon explains:

IMymkuH Kax 6B XO49eT CKa3aTh: MBI BCE XOJHM €XEMHHYTHO
TOTOBHIE IJIA JpaMbl; Hallla HACKIIEHHAA CTPACTHIO AylIa KagHOo
FINET B MHpe IHIH L71A CBoeH CTPACTH — TaK KAJHO, YTO Jaxe
TeHb Belll crrocobHa cobnasHuTh ee, B ‘TOrNa 0Ha MMHOBEHHO
BCIBIXMBAET BCH H CrOopacT B MYUHTEIBHOM CHYACTHH, OJHA

MEIEHHee, Ipyrad cpaay, Kak 70T I'epmann.8

Pushkin, Gershenzon claimed, was the real-life prototype for Hermann. As a
poet, he appeared calm and rational, but he too was vulnerable to Josing his
rationality through an explosion of passion or artistic inspiration. In addition,
Gershenzon drew wide-sweeping metaphysical conclusions: Pushkin and Her-
mann represented man's fate, man was either hot — blessed with inspiration and
thus vulnerable to insanity — or cold and stolid, as were most people. In Ger-
shenzon's view, Pushkin, like all poets, professed a philosophy of unlimited,
anarchistic freedom for humanity.

Although Vengerov accepted the article for his collection, he objected to
Gershenzon's exclusive focus on Hermann to the exclusion of the other charac-
ters. In a letter from December 21, 1909 Vengerov tried to correct Gershenzon's
exclusive preoccupation with Hermann, writing,

TMpemucnosne x Tlhkoso# ame', xorewHo, mpruumo BaM. OHo -
04eHbL HETEPeCHO, HO BBl HHUero He cKazald o ¢TapyXe Kak o
ncuxomorggeckoM Tame. ITo Moemy, '[kopas JaMa' — camoe I'e-
HHATBHOE B BCEMHPHOH IHTepaType H3o0pakeHHe CTap4ecKoro
sronamMa.’

It is not surprising that Gershenzon and Vengerov focused on different as-
pects of the story. In fact, their approaches clashed head-on. For Vengerov, lite-
rature presented moral instruction; it commanded readers to sacrifice their own
well-being for the sake of others less fortunate. For Gershenzon, Pushkin's
works were philosophical expositions in which the poet unconsciously related
eternal truths of human existence, truths about passion, the spirit and the cosmic
forces guiding all the universe.

Vengerov and Gershenzon's opposing image of Pushkin can be clearly seen
in their two interpretations of Pushkin's poem, "5 nmamMsaTHHK cefe BOZABHT
HepyKOTBOPHEI..." Agreeing that the poem represents Pushkin's "last will and
testament”, both critics share the view that in it Pushkin expresses his ideolo-
gical credo. According to Vengerov, in this, his last statement on the value of
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literature, Pushkin reveals his mature opinion that poetry should serve the
people.1® Therefore, Pushkin repudiates his earlier views of art for art's sake and
at the end of his life willy-nilly attaches himself to the great course of Russian
literature.

In contrast, Gershenzon considers the poem as Pushkin's "sign" of resignation
before those who interpret his poetry as having a didactic function. According to
Gershenzon, the poet uses irony, which undercuts the poem's apparent meaning,
and therefore, Pushkin's real credo — art for art's sake — is directly opposed to the
literal message of the work. If Pushkin had been serious about serving the
people, Gershenzon claims, then,

...ITGIT CTall HA TOUKY 3peHUs 'JepHH': OH TOPIUTCS MONbI0H
CBOEr'c MCKYCCTBA, 4 He HM CaMHM; OH BHJIAT B HEM CPENICTRO, 3
He 11e11b, Taxas meTamopdo3a, KaK 3apeplIeHHe Xy03KeCTBEHHOM
JAEATEIBHOCTH, EClIH OHA CO3HATeIbHa, Obina O pPABHOCHISHA
camoyGeiicTry.1!

Following this line of reasoning, Gershenzon proposes that the poem contains
two views of glory, one of glory deserved, and the other a vulgar glory. Pushkin
accepts the glory he deserves for writing wonderful poetry, but rejects any glory
for having served the people.

The differences between these two interpretations of Pushkin paralled those
between Vengerov and Gershenzon themselves, for each found in Pushkin an
image corresponding to his own personal and intellectual viewpoint, For his
part, Vengerov discovered in Pushkin a civic poet who saw his primary role in
being useful to society and furthering the goals of justice, equality and freedom.
Gershenzon, on the contrary, fashioned an anti-positivist philosopher. His Push-
kin strongly defended the idea of art for art's sake.12

Gershenzon arrived at his conclusions by applying his method of analyzing
literature, entitled Slow Reading (medlennoe chtenie), Gershenzon had first
employed Slow Reading as a method for retrieving new biographical facts about
Pushkin through a close reading of his lyrics in essays such as Severnaia liubov'
Pushkina (1907) and Pushkin i Princess E.K. Vorontsova (1909). By 1910,
though, he began to use it as a method for extrapolating Pushkin's religious
worldview. In Gershenzon's opinion Slow Reading offered the critic the chance
to read into the poet's work, to derive the ideal vision lying beneath the text's
exterior form. In his 1919 programmatic essay, Videnie poeta, Gershenzon
explains the role of the critic in reading literature, arguning that

XYHOKECTBEHHA KPUTHKA — HE YTO HHOE, KaK MCKYCCTBO MeI-
IEHHOI 0 YTEHHS, T.6. HCKYCCTBO BHIETh CKBOIb HIEHHTENEHOCTE
¢$OpMEL BUTIEHHE XyIN0XKHHKA, Tomma GHICTPO CKOMB3HT 10 IbLY,
KPATHK HAET MEIUICHHO H BHANT CYOOKOBOIHYIO XKHIHE. 3ama-
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T3 KPUTHKA —~ He OLICHHBATH IIPOM3BENCHNUE, A, YIPEB CaM, YIUTh K
APYrHX BUISTh BULEHHE [105Ta, BepHEe, YUHTh BCEX YHTATh MEJ-
JNeHHO, TAaK YTOOH KAXKIBIA MOI* YBHIETh, IIOTOMY HTO KA ILIHA
BOCTIPHMET 3TO [0-CBOEMY.!?

Gershenzon's approach focused on the critic's subjective reading of the poet.
Central to his technique was the ahistorical extraction of ideas and leitmotivs
which supposedly revealed Pushkin's actual intention. By reading extra-care-
fully, the reader was supposed to enter into Pushkin's psychology and grasp
those ideas Pushkin would not, or could not express directly for "fear of being
branded as insane". Thus, Gershenzon, using a subjective and intuitive method,
thought the practitioner of Slow Reading had exclusive access to Pushkin's
ideal, transcendent worldview.,

Vengerov's method of studying literature was quite different. Educated in an
age dominated by populism and positivism, Vengerov clung to the idea that lite-
rature had a didactic function, to improve the moral climate of society. In cont-
rast to his teachers, however, Vengerov did not subordinate aesthetics to ethics,
but considered aesthetics and the pleasure received from art as proof of a work's
genius. The best works, he claimed, were those in which aesthetics and ethics
were perfectly joined. In his 1911 lecture, "V chem ocharovanie russkoi litera-
tury XIX veka", he clearly articulates his theory: "H MHe npecTaBiaeTcs, 4To
OCHOBHAS 3a7a9a BCIKOH HCTOPHH HOBOH pyccKoH JIHTEPaTYPH K TOMY H
CBOMUTCSA, WTOGH! BEIABHTE 5TY HPaBCTBCHHYIO KPacoTy, YTOGH TIOKA3aTh, KAk
B HOBOH pYycCKOl IHTepaType BLICOKO-TAPMOHWYHO COUETANHNCH 3CTETHKA C
3THKOH, XyI0XKECTBEHHOE COBEPILIEHCTBO C HPABCTBEHHOM cunoii". 14

Vengerov thought he found the synthesis of artistic merit and moral virtue in
writers to whom he devoted full monographs: Ivan Turgenev, Vissarion Belin-
sky, Nikolai Gogol and Konstantin Aksakov. These writers were able to put
forth their views in such a way that they were able to galvanize and influence
society as a whole. The aesthetic beauty of their creations was indisputably
equal to the moral message Vengerov found.

Since he believed in the potentially transformative power of the idea, Venge-
rov held that he was an "idealist”. But, he added, an idealist of a particular type
— an "idealist-realist", Antithetical both fo the Marxist view that class member-
ship defines the historian's perspective and the view that ideas exist for their
own sake, independent of historical circumstances, Vengerov claimed that an
idea's significance depended on its useful effect on society. For Vengerov, indi-
viduals are important not for the originality of their thought, but for their ability
to embody ideas important to a whole generation. In his evaluation of Belinsky,
for exarmple, Vengerov writes: "Hukakoe npexnoHeHue Iiper BelWHCKHUM He
HOJDKHO 3aTYIIEBAThH TOro (BaKTa, 4TO MBICIH, KOTOPLIE OH BHICKA3BIBAT ¢
TAKHM OIPOMHEIM TATTAHTOM H CHIIOIC, ObIITH MBICIAMH OEJIOTO KPYra mones,
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ero BAOXHOBIAIIIHX. H sToT (akT He TeNEKO "HoTOMy" HE HYXKHO
3ATYIIEBHIBATD, ITC OH ECTH TIPARNA, 3 €I1e H NOTOMY, 9T0 B HEM PEIIHTEIRRO
HET HAYero TaKkoro, 9To Gul yMaisiio aHauende Beminckoro. Bens caMbie-To
HACTOSAIHE BENHKHE JIIOXH T€, KOTOPHE He caMH 1o cefe, a oTpaxkaior
BEIUKHE 3MoXu™.15 Vengerov's view of literature as reflecting great epochs and
only secondarily as products of individuals was the legacy of the positivist
school of Alexandr Pypin. The positivist approach, which was associated with
ethnography, tended to see literature as merely source matenal for studying the
history of social ideas in Russian culture.

With this view of art and history, Vengerov came into conflict with
Gershenzon, who believed that the individual personality is always greater than
the ideas expressed. Gershenzon claimed that an individual is always psychical-
ly "holistic”, which means that his whole being — the intellectual, emotional,
conscious and unconscious aspects of his personality — was reflected in every-
thing he said and did. Ideas, therefore, are only one aspect of a person and thus,
if studied in isolation, give a distorted picture of an individual. In order really to
know an individual, Gershenzon asserted, the historian has to study all the
spheres of his being, especially his personal life. Using personal documents,
such as letters, diaries and miscellaneous jottings, Gershenzon perceived the
internal struggles and religious propensities of Russia's most important
nineteenth-century writers and thinkers.

In his 1908 biography of Petr Chaadaev, entitled P. Ia. Chaadaev, zhizn'i
myshlenie, Gershenzon claimed to have rediscovered the entire man, What
needed to be studied, Gershenzon wrote, was "...He 3TH YaCTHBIE €00 BITIAOE,
a obuguit gyx ero yuerus".19 Instead of the critic of tsarism, Gershenzon inter-
preted Chaadaev primarily as a religious philosopher. Chaadaev's real teaching,
social mysticism, Gershenzon claimed, was the view that society, in its quest for
social harmony, unconsciously served God's aims, and that history was the ever
greater realization of God's religious purpose for mankind. Thus, although cne
aspect of Chaadaev might give the impression that he was a political thinker, his
entire person revealed a seeker of God,

In his 1910 monograph on the Slavophiles, Istoricheskie zapiski, Gershenzon
claimed to have recovered Ivan Kireevsky's "holistic teaching". According to
the historian, Kireevsky's true contribution to Russian thought was not as a
religious apologist of Orthodoxy, but primarily as a psychologist of the human
spirit. He was the first to understand that "B 9enoBexe ecTh HEYTC KOMITAKTHOE,
[IepBO3TAHHOS, GCHOBHOE, — HMEHHO eT'0 HPABCTBEHHAA THYHOCT, T.e. OIpe-
IelleHHbIH COCTAB YYBCTB, NPUCTPacTH, CKIIOHEOCTEH, — 4TO €10 ompene-
JIAETCs Bech YENIOBEK M UTO TOILKO B Hedl ero ueruHa".!7 In developing his
own worldview, Gershenzon borrowed selectively from Kireevsky. Parado-
xically, in view of Gershenzon's promise to consider the "whole" person, Ger-
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shenzon amputated from Kireevsky's oeuvre the philosopher's focus on Russian
Orthodoxy and the Russian people, and he ignored Kireevsky's writings on
Russian history. Gershenzon was interested only in those aspects of the Slavo-
phile's teaching which he could apply synchronically to the spiritual develop-
ment of individuals: his idea of dreams, personal holism and the emotional
sources for thinking.

In addition to the essays on Ivan Kireevsky and Iurii Samarin, Gershenzon
included in Istoricheskie zapiski an essay about Nikclai Gogol's Vyvbrannye
mesta iz perepiski s druz'iami, claiming that civic critics, such as Vengerov, had
distorted Gogol's message, which was actually an attempt to revive the spiritual
character of Russian life. In Gershenzon's opinion, Gogol and Vissarion
Belinsky were identical in thefr motivations — the desire to transform Russia —
the only difference between them was their method of action. While Belinsky
chose to effect changes on the exterior plane of life, i.e., in the realm of politics,
Gogol, believed that "emuHCcTBEHHO peanbHas OBHXKYINAS CHUNIA HCTOPHM —
IyIia OTAETLHOTO YelOBEKA: BECh GBIT 0GIIECTBA, B CBOK OYepelb MOrY-
ILIECTBEHHO BIUAIONTHHA Ha HHIHBHIYAIBHYIO HICHXUKY, OIIpeleNsieTcs Hpas-
CTBEHHBIM YPOBHEM, HA KOTOPOM CTOST €0 OTHENEHBIC WIeHH; CcTano GbITh,
BCE CTapaHHsA, HMCICMIME LEThI0 YCOBEPUICHCTROBAHHE oOIeli XU3HH,
JOIZKHEL OLITE YCTPEMIICHE HA UCTIpaBJIeHHe OTHeNkHbIX nym™.18 In Gershen-
zon's view, Gogol believed that if every man occupies himself with the perfec-
tion of his own spirit, if every man lives as a true Christian, then society will
raise its moral level antomatically and organically reach the highest step of
perfection. '

Gershenzon's perspective was conditioned in part by the age in which he was
writing. Closely aligned with the Symbolists, Gershenzon held that all men were
religious by nature. In their every action or thought they unconsciously expres-
sed the "spiritual holism" believed inherent to every individual. This holism,
Gershenzon claimed, was based on a pantheistic unity of the cosmos, a unity
which insured that everything was linked together. Thus, all thinkers, whatever
their outlook might seem, were in fact a priori struggling for religious unity.
Faithful to this premise, Gershenzon placed Gogol before Belinsky and Kireev-
sky before Herzen as more important thinkers, since the former supposedly
internalized in their life and thought the truth that man is endowed with a need
for religion and they founded a moral program which conformed te this truth.

Not surprisingly Vengerov responded negatively to Gershenzon's biogra-
phies, objecting not only to his images of Russia's heroes, but also to his
scholarly methodology. In his review of Russian literature for the year 1909
Vengerov lashed out at Gershenzon, writing in the January 1 issue of Russkie
vedomosti.
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B 1909 rexy x Hum (BexosuaM, B.H.) nmpucoenuaunca M.O. Tep-
IMEeH30H H 3aBell HECKOBKO 3a03Fanyo TSk0y 1o noeony «lle-
penncku» Iorons ¢ bemanckyuM M [IBITHHEIM. ITOT HApOBHTHN
IHCATells CTAl BoobiNe B MoCHeNHee BpeMs Ha OacHeHmHi myTs
«HOBOT'O OCBEILICHHA» ABICHMH, TONLKC H WHTEPECHBIX B CBOCI
ucTopuaecKod mepcnekTHee, Yaamaesa 04 HaMm pHCYeT HE TOr'O,
CTaTkd KOTOPOI'0, MO eNHHCTBEHHO BEPHOMY OIpeleneHHI
T'epuieHa, GELIIA «BHICTPENIOM B TIYXYE HOUb», 4 KAKOI'O-TO COBEp-
IHEHHO 4¥2K0r0 00IIeCTBENHOCTH MHCTHKA, KAKAM €I'0 HHKTO He
sHall. Kupeesckoro oH HaM JaeT He TOro, KOTOPHIH OCHOBAN pe-
aTbpHOe CIABAHOGMIECTRO, 4 TOr0, 06pa’ KOTOPOro TIPHXOIETCH
92HOBO CO3MABaTh IO 0GPHIBKAM HEM3BECTHEIX IOTOME IHceM, 12

Vengerov found Gershenzon's de-politicized, religious interpretations of Rus-
sia's heroes odious because they completely contradicted the traditional, inten-
sely political conception of Russian intellectuals. Vengerov's Belinsky,
following Chernyshevsky's work, is depicted as the father of Russian liberalism;
his idea of Chaadaev, following Herzen, is as a political opponent to tsarist
absolutism, and even his conception of Gogol follows the traditional inter-
pretation set down by Belinsky. In his book on Gogol, Pisatel’-Grazhdanin
(N.V. Gogol'), Vengerov, in interpreting the Vybrannye mesta iz perepiski s
druz'iami, resolutely sides with Belinsky and his famous "Pis'mo k Gogoliu", In
one place Vengerov even quotes it, writing, "...MOXXHO TOIBKO BCENETLHO
CIATECS. B OI(HOM YyBCTBE ¢ BENHHCKMM, KOT'IA OH, 3alHXasACh OT CTPAIH-
HOT'0 Hel0JIOBaRHsA, HCTOPHYECKH KPHKHYI [oromio B cBoeM muceme; Tlpo-
TIOBEJHHX KHYTa, alIOCTOJ HeBEXKECTRA, TIOGOPHAK OGCKYPAHTH3EMA K MPaKo-
Gecu s, IAHETWPUCT TATAPCKEX HPABOB, — UTO BE Ienacte!'"20

Vengerov, however, wanting to soften the personal impact of his negative
review (he and Gershenzon wete still friends and the latter was working for
Vengerov as his Moscow representative for the Pushkin volume), wrote a perso-
nal apology to Gershenzon a week later, on January 7, 1910: “Haneiocs, uro Bat
He cOMIeHCch HA Mels 3a ¢TaThio B «Pycck[ux] senfomoctsxj». Haspapim
Bac 'mapoBuThIM' HHCATeNEM (4 0UCHE CKYII HA TIONOGHOrG POA SNATETH) A
ormerHelH Bam yxon w3 «Becra[uka] Esponui», 51, aymaeTcs, chienan sce,
YTOGH YKA3aTh, UTO PA3HHIA OOLIECTBEHHHX BITNIA0B HE MEINAeT MHe
LEeHNTH | o6uTE Bac".21

Their conflict over the study of Russian history was conditioned by their
divergent views of the role of the Russian intelligentsia. The 1909 publication of
Vekhi brought these differences out into the open22 In sending a copy to
Vengerov, Gershenzon did not anticipate the strong reaction which the volume
would elicit. In a leiter of March 25, 1909 Gershenzon enthusiastically informs
Vengerov about the volurne's popularity: "'Bexn' mymMsr o uayr — kak JleoHH
Anmpeer, BooGpaskaio, are roBopAT B xpyrax Pyclekoro] Gor[atcTsa)l. Boob-



S.A. Vengerov and M.O. Gershenzon ' 87

11e, 6panirth SymyT MuOr0. Ceropns Bruartos B Pyc[ckux] seg[omocTax] Ha
NBYX CTPaHHIAX HCHOBEIYET CBOKO TYmocTh 1o nosony Bex™. 23

In his reply Vengerov describes his initial feelings based, however, only on
hearsay:

'‘Bexn' eltfe He UMTAll CEPRE3HO, 4 TAK TONBKO Ipornusamen. Pap 3a
Bac aA4HO, €CIIH OHM IIYMAT, H T{akHM] obp[asoM] maroT Bo3-
MOXKHOCTb TIOABHMTECS BTOPOMY Tomy24, Ho B KauecTRe Heuc-
TMpaBUMOT0 '0GIISCTBEHHHKA' He Paiylock: K pPycckod UHTeN-
HHMTGHIIHH ¥ MEHH TONLKO OHHO OTHOIIICHHS — 51 DECKOHEYHO TIpeN
HEKW TPEKITOHAKCE H HE SHAK), 34 TG €€ HYZKHO TAK NBAIBONBCKH
GpapuTe. He mofmo g TakoKe Najany, a ero B 'Bexax', kaxercs,
nocratoyHo. I'opopre Bee 3To, oJHako, 6es ckonpko-HEOYIb
IETATLHOTO O3ZHAKOMNIEHHA ¢ cOOpHUWKOM: A He DOJbIlle Kak
pa3pesall KHIZKKY, [Ia €l¢ YHTAI BUEPAINHIOW cTaTsio JleBnHa.23
Jo noeank:d 8 MockBy NpouHTAID KHATY OCHOBATENEHO K Oy C
BaMu [ipaThCs [EePCOHATEHO. 26

In his next letter to Gershenzon, following a close reading of Vekhi, Vengerov
had harsher words:

Eemu xBaTHUT HacTpoeHusd, Oyoy ¢ Bamu npaTecsa Bo KpoBH H3-32
‘Bex'. Bee Temeps Ha CaMOM OIIACHOM M3 BCEX ITHTEpaTYpPHBIX
nyTe# — Ha myTH AxymMa Boneirckoro. K cuacTeo, Be cBoGo BHEI
OT TOT'0, ATO JeNacT BOILIHCKOTO rafikuM — Brl THIIETE He ITOT
BIIASIHHEM JTHAHHIX H MeNKuX nobyxaeAn. Ho Bee pasHO, — Gec-
TIOARO ¥ THOENBHO pYraTh To, 4T PYcCKoll nareparype coobna-
eT ee OCHAHHOCTL. Bes kpacora pycckolt MUTEPATYPH B IIPH3LIBE
K NOABHCY, @ BBl H HA MOIBUT H Ha TNPHUSHEB K HEMY ILIIOETE.
Brpouem, IOBOJILHO — 10 YCTHOM cXBaTku.2?

In his reply Gershenzon revealed amazement at Vengerov's hostility, demon-
strating that he felt he had been misunderstood. "Mue ogens xaik, 9To ¥ Bu
TaK FPEEpPaTHO CyIuTe 060 MHE, HO 00bACHATLCA 51 MO Gbl TOJIBKO YCTHO; 2
TYT 3KeHa He ITycKkaeT MeHsA B [lerepOypr H3-3a xonepsl. Korga-Hu0ynb H aTa
BEIb CTAHET HA CBOE MECTO, KaK Bce BEIUH, S cOBEpUIEHHO PABHOLYIIHO
YHTAI0 [a3eTHYI0 OpaHb, HO TMYHO TAKHE OIIMG0THbIE OOBMHEHH R MEHA BOII-
HYIOT, T.B., CO CTOPOHL OIH3KHX MI0Iel, KoToplle, KAk A Iymalo, HenpeMeH-
HO Gul COUYBCTBOBANN, eclti Obl TOHANH. Bugno, cpenath cefa TOHATHLIM, HE
Tax Jerko”. 2

In his reply Vengerov jokingly continues the dialog, challenging Gershenzon
to be as confident in life as he is in print: "HanpacHo Bei GomTecs xomepsl:
MPYT OT Hee TOJBKO T MY>KHKH, OT KOTOPEIX 'BexH' cnacaloT MHTENIUTeH-
LM, ¥ TIOTOMY YTO OHH 5TOH caMoM MHTeNNHMIreHIMH He CNYINAKTCA, A
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KOTOpPbIE €XKelTH MHTCIUTHI'CHTHI ¥ CHIPOH BOMBI HE HBIOT, TAK TeX Xonepa
coBceM U He GepeT. A 110 ceMy X0pollo, eciia 6u1 Bul crezmmm B [lerepSypr
Ha nerex. [Moppanuck 6pl ¢ BaMH oCHoBaTelIbHO. JInd ycIoKOSHHMS CTPaxoB
Bame#i cynpyry MoxXHO ObII0 OBl laxe 2TY Ipaky nporseoaures B CecTpo-
peiike, Tae s mpeShiBaie Ha Jade U FOEe XoIephl IoKa Her."2?

Although the exchange of-letters is entertaining and gives us an insiders's
view of the frisky interaction of these two men, there are some points which
need clarification. Why exactly did Gershenzon think he was misunderstood and
why did Vengerov find nothing redeemable in Gershenzon's Vekhi article,
"Tvorcheskoe samosoznanie?” On Gershenzon's side, it seems that he naively
betieved his article was not, as so many thought, predominantly a criticism of
the intelligentsia, but actuaily consisted of well-intended advice for its revival.
The message he was propagating was that, by empracing the impersonal ideals
of "equality and justice and sacrifice for the people”, the intellectual had
forsaken his egoism, which is the motivating force of all things. Unfortunately
this selflessness had fragmented the intellectual’s personality, severing the unity
between will and consciousness and creating psychological ctipples. In Vekhi
Gershenzon explains the result of an impersonal ideology:

/

UTO mesana HalllA HHTELTHIeHTCKAs! MBICITh [HOCIE/IHAS MonBeka?
— 51 ropopio, pasymeeTcs, 00 HHTENITHIEHTCKON Macce. — Kyua pe-
BOIKIHOHEPOB XOAHIA H3 IOMa B JOM M CTYYAIa B KaXIYIO
neeps: 'Bee Ha yauny! CreinHo cHueTh goMal' -- 4 Bce CORmMaHus
BRICHTIIANH HAa IIICNIANL, XPOMBIC, CHEIIEIE, ﬁeapyxne: HH OOHO
ocTaiock 1oMa, Tlonseka TONKYTCS OHM Ha ILIOHIAMH, TOAocA B
TiepeGpaHHBAACE. JloMa — Ipsiab, HHINET4, GeCTIopANoK, HO X035 H-
HY He 10 310T0. OH Ha IOHAX, OH CHIACAeT HAPOMD — Jia OHO M Jler-
Ye u JaHATHee, HeXKeJM YepHas paboTa moma,30

Not all intellectuals were crippled, however, and Gershenzon distinguished bet-
ween healthy individuals and diseased ones, between those who followed their
personal feeling and those who aped the ideas of others. The well-being of
society, Gershenzon warmned, depended on the individual strength of each of its
members. Only the moral improvement of every single individual would correct
the flaws in society as a whole. Gershenzon's political thinking reveals the in-
fluence of Lev Tolstoy, whose effect on Gershenzon's entire worldview was
greater than one supposes. Gershenzon not only accpeted Tolstoy's idea of per-
sonal morality, but he also absorbed his rational approach to religion and even
his idealization of the peasants.31 _

As his review and personal letters show, Vengerov was personally stung by
the venom of Vekhi's criticism which he felt was "black ingratitude” toward the
intelligentsia. In his review he exclaimed, "...c HeGEIBANEIM 03N00KCHREM, ¢
KaKOH-TO, IPAMO MOKHO CKa3aTh, APOCTHI HATYCTHIHCh HA PYCCKYIO HHTEN-
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JUTeHIMIO 7 ee TIPeiCTABUTEN ULy — JHTepaTypy .22 Vengerov's reaction
was predicated on his image of the intelligentsia as the sole element responsible
for all the soctal and spiritnal improvement of Russian life and thus undeserving
of such scathing criticism, Lauding the intelligentsia for its unassailable "striv-
ing for an ideal", Vengerov claimed that the intelligentsia was motivated by self-
sacrifice and the denial of personal happiness in the name of higher moral
values. In his 1911 book, Geroicheskii kharakter russkoi literatury, Vengerov
thwarts the Vekhi notion of individualism, praising the intelligentsia's traditional
imperative of serving the collective:

CyulecTBeHHBIM 3IIEMEHTCM STOH TOCKH SBIIAETCS IIyfoKoe co-
SHaHKe, 9TC Ha KaXJIOM YEJIOBEKE JTEXKNT 00A3aHHOCT, TAK MIIH
MHaue HCKOPEHATE 310 Mupa. OTciona paMol BBIBON — THIHOE
CUACTbe MIH [IPECTYIIHD, MIM, B JIY9IIeM ciydae, TIOINAo, HE0
BCAKHMI JIOSKeH Ours Sopirom sa npanpy.33

Vengerov's conflict with Gershenzon was clearly a microcosm of the heated
debates elicited by Vekhi between the religious-inclined thinkers and the politi-
cally left-leaning members of the intelligentsia. Gershenzen, nodding to his col-
leagues, the Silver-Age religious philosophers, claimed that social improvement
had to begin with individual growth and moral regeneration, while Vengerov
offered the traditional populist idea that the intelligentsia's opposition to the
government and self-sacrifice for the people would bring about political reform.

Interestingly, Vengerov's rejection of Vekhi reveals how fixed his goals had
remained over time, since ideologically his position closely resembled his deba-
te with the decadents a decade earlier. Criticizing decadent poetry in 1897 for its
"apotheosis of egoism” and its solipsistic admiration for the "spiritless principle
of beanty", Vengerov denounced its detachment from the social needs of Rus-
sian life. In the same way, in 1910 Vengerov faulted Vekhi for its emphasis on
individual self-actualization and neglect for the social struggle.

Once his initial anger over Vekhi had calmed, however, Vengerov found a
way to defuse these two threatening movements and attach them to the main-
stream of Russian culture. According to Vengerov, by 1910 the former deca-
dents had become religious seekers, aiming to transform Russia's political and
social landscape3 and the writers of Vekhi, although appearing apolitical, were
actually trying to revive the intelligentsia's spiritual legacy:

5| )"I[HBHTCJII:HaSI BEIb; KAK TOILKO BN, AHANMHIHNDYA HCTOPHKO-
THTepaTYPHOe 3HadeHUe 'Bex', cTaHOBHTeCh HA TAKYI0 eIMHCT-
BEHHOHAYYHYI0, TEHETHYECKYI0 TOUKY SPEHHA, — COBEPINaSTCS
cBoere pona 4yyno: 'Bexn' He ToAbpKO He ABIAIOTCH TOTHA Pexy-
IAM ¥XO0 AHCCOHAHCOM, 8 HAIIPOTHB TOI0 — EXOJAT, KaK OpraHH-
YyecKoe 3BEHO, B OOIIMN NPHIBIB PpyccKOW HHTCINHIeHIHM H
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PYCCKOW IUTEPATYPH K MONBHRHAYECTRY. Y TIYGHTE CBOE CaMo-
CO3HAHME, paGoTarTh Hall CBOCIO JIMHHOCTHIO — I03BONELTE IOCIIONa,
Ila BeXb TO CTPAINHO-GHAKOMEIE 3BYKH, BENb MbI TYT BCTPETIH-
TIHCE CO CTAPOIO, CTAPOID THAKOMOI — ¢ KPUTHISCKH-MBICIIAIIEH
nuyHoCTEIO JlaBpoea, KoTopas B CBOK OYEPSh TONEKC B HAYTHOR
topMe OBTOPHN2 TO, K YeMy BpH3bBan Bemmackwit. K JlaBpos,
A Bexw' copepHIeHHO ONMHAKOBO BCE CRONAT K CAMOCOZHAHHIO
JNHYHOCTH, OOUHAKOBO BIBAIHBAIOT Ha MHUYHOCTE BCIO TAXKECTh
BCCMHAPHO-HCTOPHISCKOTD TIpoleccal?s .

Vengerov's acceptance of Vekhi seemingly reverses his initial hostility. Thus,
Gershenzon had been right all along in saying that had Vengerov understood, he
would have agreed with Vekhi. If, however, Gershenzon meant by agreement
that he was merely repeating Lavrov and calling attention to the intelligentsia's
small flaws and was not repudiating the revolutionary struggle, then why did he
so vehemently rail against the intelligentsia and its goal of uniting with the
people to overthrow the tsar? Why, for example, did Gershenzon write that
inflammatory anti-revolutionary phrase:

KaxkOBBl MBI €CTh, HaM He TOJBKO HENb3A MEUTATH O CIHSHHY C
HapoIOM, — GOATLECS €I MBI IOMKHEI ITyINe BCeX KAJHEH BIacTH
U GHArOCHOBIIATE 3Ty BIACTH, KOTOPAS OfIHA CBOMMM UITHIKAMY W
TIOPEMAMH €I1IE OIPAXKIAET Hac OT APOCTH HAPOIHOMA. 6

The points of agreement and disagreement over Vekhi were in fact simplified
by both Vengerov and Gershenzon and could never have been so easily resolved
if treated in all their true complexity.

The revolutionary period upset the established roles of their friendship. In
Vekhi Gershenzon had argued against political selutions to the preblems of
society, proposing instead slow improvement throngh the spiritval regeneration
of individuals. Now, in 1917 Gershenzon supported the October revolution. This
change astounded Vengerov who, in concluding a letter from January 22, 1918,
confronted Gershenzon concerning the latest rumors, writing,

B nakmouenue X049y cupocHts Bac: uré Wahrheit u vré Dichtung
B HEJEIOoM, TI0-MOEMY, CTYXe, OITHAKO OUeHD JIIOPHOM — UTO BEI H
IMecton cTamy Gomsmiesukamu! M3 mpeapesns, 4To oy, K sefcT-
BHTEIHHO 00aHKPOTUBLIEHCH HHTEITAr¢HIAR 737 '

Although Gershenzon never answered Vengerov directly, he was hurt by
accusations that he supported the Bolsheviks. His point of view, he insisted, was
more complex than the "for or against” attitude which many intellectuals of the
time offered, Gershenzon was not a Bolshevik, although many conservative
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intellectuals did portray him that way. Instead he was uncertain. Sympathizing
with the individual "man suffering today", he also knew the importance of the
abstract values of Russian statehood and might. Although in the end he threw in
his lot with the Bolsheviks, such a decision was mainly motivated by the
promise of bringing ultimate justice and redress to “crimes centuries 01d".38 Ger-
shenzon's support for the revolution can probably be explained by his expe-
rience under tsarism. As a Jew, he had faced persecution, and therefore he lent
his sympathies to the party which would, he believed, truly transform the people
and the state, ending once and for all Russia's intransigent religious discrimi-
nation,

Gershenzon's support for the revolution, however, signifies to a great extent a
repudiation of his position in Vekhi. In this instance, Gershenzon had taken up
Vengerov's position, proposing that pelitical action be nsed to transform society.
Vengerov, for his part, did not support the Bolsheviks for fear that a destruction
of the old world would mean unimaginable suffering and desecration of culture.
Unfortunately, their correspondence is silent about these political reversals.

During the Civil-War period, Vengerov and Gershenzon found themselves
reunited emotionally. In the face of ensuing political, social, economic and
cultural changes in the new Soviet state, these two individuals now had more in
common than differences. They were both already intellectuals of the "old
world", suffering from ill health, famine and cultural obsolescence. Their emo-
tional distance from the state gave them the chance to sum up their relationship
and put their differences in a new perspective. In addition, appreciations for the
revolution had engendered in Gershenzon a new attitude toward literature. No
longer was the study of literature itself important; of far more importance was
his relationship with his friends, his feelings for the individual person and the
spirit within. In a letter from July 23, 1919, Gershenzon shares his sympathy for
Vengerov: ‘

Bnaromapio Bac cepneuno 3a Bamy kupry.3® Bu 3naere, 51 He
mMory OBITh cOTJIaceH ¢ HeJO; HO BOT, pa3pesall s e M OXSTh YHTAT
SHAKOMBIE CTPAHHIIE: YTO NO TOr0, YTO MBl PasHBIX MBICIEMH!
I'masHoe To, uTO cepiue y Bac na mecte, GoneeT ¥ moGuT Kak
HOJIKHO B 5TOH cephedHOH XM3HH, — 5T0O rjapHoe. Muicnn
paspatorca, GopaTca, THOHYT, — HX cyapfa — cynsba Bernu:
HWCTHHHO-CYLIErO B HENIOBSKE TOMBKO H eCTh, YTO LUENOCTHRIHA TyX
ero, 1 ocobenno cepaue. Bw Xopolui, noOpsli uesioBeK, B TO
noBpoe, wro or Bac sxomuT B Bamy mucnb, ecThk ee npasna, ee
nipagota. OTTOrO 51 MOGAK HE ToNMbko Bac, Ro ¥ Bamw KHMIH,
Bamu 9acToe 0118 Moero padyma HeBepHBIe MBICH. Tak s Bcerma
Bac wnTan, HO HEKOT 1A HE 9YBCTBOBAJ 3TOT0 TAK APKO, KAK 3TOT
pas. MoxeT OblTb, HAYYCHHBIA ONBITOM 3THX IeT. BepHEle
Haﬁ.ﬂlﬁﬂeﬂﬂﬂ. HpaBHJIbeIC MBICIHH — KaK H3ITEIIHA: TO, 9TO CHOeTan
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¥ YMEET [IeNaThk 9eT0BeK Ha NOoNsIy H YIOTpefIcHHe. A 5 yXKe
CMOTPI0 HE Ha HSIeNHA ero pyk, — bor ¢ HuMn! Croneko
HAKOILICHO H3NCIMH, M ¢ KaXKIhIM HHEM MHOXKATCH; CTONBKO
HamedaTaHO BEPHHX H TOHKHMX HaOIlomeHHil, OCTPOYMHBIX
conocTaBieHuH, GnHcTaTenbHEIX coobpaxeruit! CMoTpo Ha
CAMOTQ 9CIIOBCKA, HA €0 JHINO, CIEYOIAKY €0 I'OIIOC, KaKOB OH-TO
caM BHYTpH ce0a? DTo ofHo U BaxHO. OTTOro-TO % Bac u
mo6nio. H o ceGe caMoM Tak HyMalo, 0 CBOMX H3JAHHAX W O
caMoM cele. YMHSB! TH MOM MBICIH, JAHATHEL TH MOH KHUTH ~ HE
B HHX JIM AYX IlOJIIIHHHOfI HENOBESHHOCTH, T.€, CEePBE3HOCTH,
MCKPEHHOCTH, OGPOTEL B 3TOM Bee reno. 40

Gershenzon's view of the relation between literature and life had indeed
changed. Perhaps due to the tragic experiences of the Bolshevik revolution and
the Civil War, Gershenzon had become a sceptic. Ideas, he now understood,
were merciless and impersonal. Only living, holistic individuals were capable of
pursuing a politics of love which could transform human consciousness, In
short, Gershenzon realized that to arrive at a better world, one had to take a
different route than that offered by cuiture.

Vengerov also revealed his personal feelings in his final letter to Gershenzon,
sharing all his woes with his friend,

INonyaxn A ¢poespeMeHHo Ballie IACEMO IMHCAHKOE 10 DOBOIY
Hpuceliku Bam moux kHE3KeK. OHO MeHA riyGoKoe TPOHYIIO
CBOEI0 CEpAEYHOCTHIO, TaK TPOHYNO, KaK BuI, MoJeT OiTh, M He
oxpnam, H6o 6eamepHo o Teneps oguHOK. OcTamick, TIPaRa, ¥
MeHs! GECKOHEYHO JOPOTHE CYIIECTBA — NETH MOM, H 6CIIH o
Brer'Xa WX molHn, TO Teneps BABoe. Ho KeTH Beerja ocranres
OETEMH H HHYTO HE MOJKET 3aMEHATH KEHBI, R4 €IIe TaKoH, Kak
Poza AnexcaHIpoBHA — OJlHA H3 CaMBIX BOIBHIICHHEIX HATYD,
KOTOpEIX s KOTHA-THG0 BCTpedan B cBoell XH3HU. B noGannenue
OETH MOH, K MOSMY BEJHKOMY OTOPYSHMIQ, — CTONbh XPYIIKHE
RYIIH, CTONS HEPHBEIYHB! TEPEHOCHTE HEBAT OIEl JKU3HH, ITO A
HHKOr 4 celie He MO3BONAI JENTECA C HHMH MOPSCTHRIMHE OIITY-
IIEHHAMK MOKMH, HarmpoTHe Toro, Beeraa 6onpioch ¥ He OAAI0
Buny. Wl ropeds Bce Konarcsa U Komutes. Cobepyck B Mockny —
MOXKeT OBITh, IIOHCNIOCE ¢ BaMH CBOMMH IIepeXABaHuAMH. Bamre
THCHEMO Jae€T MHE OCHOBAHME IyMaTh, YTO BBl MX BHICIOyIIaeTe
COYYBCTBEHHO. A TIOKa ellle pa3 cnacuo.4!

Although right before his death Vengerov had become emotionally close to
Gershenzon, this reconciliation concealed new disagreements in their world-
views. Facing the commen difficulties of life in post-revolutionary Russia, they
approached the prospect of Bolshevik rule with differing attitudes. Vengerov, an
epigone of populism, ended his life disappointed with the revolution, holding
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that the Bolsheviks had distorted his vision of social justice and moral beauty.
Gershenzon was also disappointed, but not only because a social utopia had not
been realized, but, more importantly, because he had come fo the view that the
individnal's true needs were themselves antithetical to culture, whether tsarist or
Bolshevik.

The same differences that had characterized their relationship throughout
their careers were felt here as well. In contrast to Vengerov, who placed all his
hopes in reason and in culture, in the Perepiska iz dvukh uglov {(1921) Ger-
shenzon expressed his longstanding intuition that culture would never deliver on
its promises; it wounld never bring the individual his happiness nor society a mo-
ral order. Only a world that superseded reason and culture, that overcame them,
leading to a post-cultural, spiritual world would result in human perfection.
Thus by the end of his life Gershenzon ceased writing, thereby repudiating cul-
ture, while Vengerov, emboldened by unshakable optimism about reason and
culture's virtues, continued the enormous self-assigned task of collecting a
bibliographical reference for every book and every writer who ever wrote in
Russian.
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MARINA CVETAEVA AND ANDRE] BELY]:
RAZLUKA AND POSLE RAZLUKI

I believe that on this excursion I saw
Bely for the first time in his basic
element: flight, in his native and
terrible element of empty spaces, and so
I took hold of his hand so as to delay
him longer on earth.

Next to me there sat a captive spirit.]

There is no more tender portrait of Boris Nikolaevié Bugaev, the man, than
that presented so lovingly, in such soft detail, in Marina Cvetaeva's memoir, "A
Captive Spirit". Marina began her memorial for Andrej Belyj who had died on
January 8, 1934 on January 16 and completed it on February 26.2 Her remi-
niscences of their brief, yet intense, relationship of May and June 1922 were her
posthumous gift to him. It was the return of a favor. Andrej Belyj's own tribute
to Cvetaeva, his collection of poems Posle razluki {After the Separation, Berlin:
1922} had been a response in verse to her Raziuka (Separation, Berlin: 1922).
The story of their special relationship has emerged in pieces over the years as
Cvetasva's own memoirs have been supplemented by the recollections of her
daughter, Ariadna Efron.? Anna Saakjanc has published several documents attest-
ing to "the poetic relationship” between the two poets and their works suggesting
that it ought to be the subject of a major article or monograph.# She echoes the
frequent, albeit never demonstrated conclusion, that Belyj's own poetic manner
was a reflection and personal reworking of Cvetaeva's poetry. Simon Karlinsky
notes: "Andrej Belyj was so impressed by the slim volume, Razluka, that he
evolved for himself a new poetic manner which, in subtle homage to Cvetaeva, he
tried out in a collection entitled, Posle Razluki (After the Separation).5 Boris
Christa states:

While writing it, Bely was strongly under the influence of the perso-
nality of Marina Tsvetaeva, whom he had just met. [sic] The title has
a double meaning, It refers to Tsvetaeva's volume of poems "The
Parting", which had made a strong impression on him, and to the
parting with Asya.6
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Before turning to an examination of that poetic encounter, it is necessary to
recount the essential facts of the personal relationship, so charged with the energy
of these two shining stars of Russian literature.

Belyj had come to Berlin in November of 1921 after finally receiving permis-
sion from Russian authorities to go abroad.” He had been trying for years to
rejoin his wife, Asja Turgeneva, and to link up with his spiritual foster father,
Rudolf Steiner in Dornach Switzerland, where Belyj had previously been an
active member of the anthroposophical community until his return to Russia in
1916. The death of Alexandr Blok in August of 1921 and the arrest and execution
of Nikolaj Gumilev introduced new urgency into Belyj's request. Upon his
arrival in Berlin, he assumed a central and active role in the life of the Russian
community gathering there. He quickly helped to organize the Russian House of
the Axts in Berlin and a chapter of Vol'fila (The Free Philosophical Association).
He was a frequent lecturer and guest speaker, the editor of the newly founded
journal Epopeja, and 1922 would be one of the most prolific publishing years of °
his life.® All of this activity is overshadowed by eyewitness accounts of Belyj in
the second half of 1922 and 1923. Konstantin Mo&ul'skij draws heavily upon the
memoirs of Chodasevi¢ and Cvetaeva for his portrait of Belyj in Berlin, While
there can be no disputing Chodasevi's gloomy assessment of Belyj, later echoed
by Modul'skij, one should not lose sight of the time factor. The Belyj of early
1922 and even through the end of June, when Chodasevié and Nina Berberova
arrived in the city, was a markedly different man from the drunken, tragic,
dancing clown recalled by Chodasevi¢. Even Cvetaeva notes that "beyond that
begins the dancing Belyj, the Belyj whom I never once saw and probably could
not have seen, the myth of the dancing Belyj, about whom Chodasevich, who has
spoken about him in tote unsurpassably well, has spoken so deeply”. (CS, 154).

Belyj hoped for a quick reconciliation with Rudolf Steiner and with Asja, His
first day in Berlin, November 19, 1921, coincided with Rudolf Steiner's lecture
" Anthroposophie und Wissenschaft”. Having just arrived, Belyj hurried off to the
lecture that same evening. Steiner, however, was unprepared for Belyj's
appearance at the lecture. The result was far from the expected welcome for the
Prodigal Son:

B yCITORHSIX MOErQ COCTOAHHS, PA3yMEETCH, AN BCE HaMepe-
HHA, cpeH BOIPOCOB, CEHIAHIS, caMoMy IlteliHepy, cpocHs-
mieMy Mess: "Hy, — kak nenma?" — st MOT RIS OTBETHTE ¢ MPHMa-
COl0 COKpAINEHHA JHLSBHX MYCKYJOB HOJ IIPUATHYIO YIBIOKY:
"TpyIHOCTH € KUTHIOHEIM OTHENOM". DTHM H OI'DAHHYHIICA B
1921 roge nATE NeT NeASAMBIN K HYKHBIY MHe BCAYECKH Pasro-
Bop.?
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Belyj's disappointment with Steiner was mirrored in his rejection by his wife,
Asja Turgeneva.l® Asja provided the base for another triangle — Belyj — Cvetaeva
- Asja. Cvetaeva had known her and there is a hint of jealousy in Cvetaeva's re-
collections. (CS, 110) Belyj's lettet to Asja are filled with his conviction that if
only he and Asja could meet, that all of their diffenrences could be resolved. His
own notes, "Rakkurs k 'dnevniku'," indicate that the two met in Berlin in
November 1921 and describe December, 1921; "Hac oT yacy He nerye; ccopa ¢
Aceif;..."11 In a letter of January 15, 1922 to Ivanov-Razumnik he wrote:

Cepane cxxumaeTed Gonblo: y MeH4 Tparenys:: Acs YIILIa OT M&HS,;
ITelinep — pasodapopracT... OT OONM CTHCKHBAO 3YOEI; U ~
meio... Ilpopamanace Acs, LTelinep, nBHKeHHE, — BCE: HENETKO
MHE BHHECTH 3Ty yTpaty.l?

Agja returned to Berlin in March "Tlpuean Acn: uac oT uacy He nerde! Oruas-
Hue mpaunedt..." (Rakkurs, 112/2). In April she departed again for Dornach.
Little is known of the actual breakup save the minimal information in the dialo-
gues of the poems and his note, almost an afterthought to Zapiski Sudaka, Berlin,
1922, 232

Hamm st BHIOET HENABHO; 0HA — HAMEHHUIIACk; Xynasa — 1 6ieaHas.
Meul ocH:KWBAMK ¢ Hell B kKade; pasa IBa TOBOPHIIM O [TPOLLIOM,
HO MaJIo: el HEeT yKe BpeMEHH pasrOBAPUBATE O IyCTIKAX:

— "Tponzain!”

- "B HopHax?"

—"B Hopuax..."

H MBI pacTiporianych: A YTSLIEHHS ¥ OYXOBHOI'O HASHAHEA
MEHH [TOIAPHIIA OHA MHE IBa NMKNa, TpoauTaHHLIX HITefiHepOM;
mHkIs ¢o MEOH; Hanm — g Hopuaxe.

Bee?

Ha... Bee.

The strain of the breakup, which could have and should have been anticipated,
and the physical toll of his multifaceted respensibilities forced Belyj, on the
advice of his doctor, to move to the village of Zossen, south of Berlin, in early
May of 1922,

Ilennifi pan MecaleB A IPoXKUI B SypokyazHeleM keaprane Bep-
IHHa; K BECHE f IOUYBCTBOBAL, 4TO §oNee 5§ He MOI'Y BEHOCHTL
9TOil Ku3HH... H Gexkan U3 BepiuHa H IIOCENMNca B IIPeIMECTbH
connoro ropoaumky Loccena, cHap cefe koMHaTy B HeAHOM mo-
MHKE, HACEIIIEMOM HaGOPLIMKAMH II0CCEHOBCKOM THROrpadum, 13
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In a letter to Ja¥&enko, the editor of Novaja Russkaja Kniga, Belyj complained
that he was suffering from a case of frayed nerves and had moved because of his
doctor’s orders. "Ec/m BEL He moyypeTRYeTe x0T Obl Ha 3 Mecsila cefs ceobon-
HEIM OT BCeX OOM3ATENRCTR, TO BEI YMpPETe: HENbds XHTh B TAKOH HPAaRCT-
BeHHOM 3aropmourenHocTy". 14 Zossen was within commuting distance of
Berlin and Bely;j visited the city on several occasions, and when as he often did,
he missed the last train, he could stay with friends, among them Abram Grigor'-
evid Vi¥njak, publisher of Gelikon.

Into this world came Marina Ivanovna Cvetaeva, a 30-year-old poctess Sepa-
rated since 1916 from her husband, Sergej Efron, who had been in the war and
then fought against the Reds, Cvetaeva had asked Il'ja Erenburg on his way to
Europe to establish contact with Sergej if possible. In July 1921, Marina received
a letter from Sergej. The following year, benefitting from improved relations bet-
ween Soviet Russia and the Weimar Republic, Marina made her way to Berlin.
She arrived with her daughter, Ariadna Efron, on May 15, 1922 and proceeded to
the Prager Platz, where Erenburg hosted his famous Stammtisch at the Prager
Diele. Cvetacva moved into the Pension Pragerplatz and remained there for the
next few weeks until moving to a Pension at Trautenau Strasse 9,

On the following evening, May 16, she "encountered” Belyj for the first time.
They had met fourteen years previously and she had seen him on several subse-
" quent occasions at the Musaget publishing house. But none of those earlier pass-
ng meeting would prepare her for meeting Belyj in Berlin. The power of Belyj's
personality, his almost hypnotic eyes are attested to by many who knew him. E.
Gollerbach in an article printed in May 1922 notes the overwhelming power of
Belyj's presence.!3 The attraction was mutual. Cvetaeva notes Belyj's fascination
by what he perceived were their joint fates: both were children of deceased
professors — Professors Bugaev and Cvetaev, both were poets. Marina's separa-
tion from her husband was associated by Belyj with his own painful separation
from Asja. Coincidence had always profoundly affected Belyj and he undoubted-
ly grasped for ties to bind the two in his own atterpt to defeat the loneliness of
his existence in Zossen. '

Razluka had recently appeared in Berlin and after their conversation, Belyj read
the book the same evening and immediately wrote a note to Cvetaeva.

Zossen, 16. May 1922

Deeply respected Marina Ivanovna,

Allow me to express my deep enthusiasm before the utterly winged
melody of your book Separation.

I read all evening — almost aloud and almost singing. It has been a
long time since I had such aesthetic gratification.

And with respect to the melodiousness of the poetry, so necessary
after sloppiness of the Muscovites and the deadness of the Acmeists,
your book is first (that's beyond doubt).
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I write and I ask myself: am I not overestimating my own
impression? Didn't I hear the melody in a dream?

And — no, no. I open with immense boredom all new books of
poetry. And today I opened Separation with boredom. And now the
whole evening I have been in the power of its spell. Forgive me for
the sincere expression of my rapture and accept my assuarances of
my complete respect and devotion.

Boris Bugaev (CS, 126, 127).

On May 19 Marina read her poetry at the Berlin House of the Arts, and while
Belyj was a founding member and on the board of directors, it is not known
whether he attended the meeting. Marina did reply to Belyj's letter and his own
response was a review of Razluka on May 21, 1922.16 Belyj's praise of the
work, his characterization of the poetry as songs, his almost too enthusiastic
critical response remains to be examined. Cvetaeva admits that she did not
understand three fourths of the article which was filled with the technical jargon
of Belyj's own metric studies, familiar to readers of his Simvolizm. (M, 1910)

For the next few days, Belyj would be a frequent visitor in Berlin, often
staying at the ViSnjak's. He helped to arrange for the publication of Cvetaeva's
Car'-Devica with Epoxa and published her poems in Epopeja as well as an article
about Boris Pasternak.1? And then came according to Cvetaeva: "An interval
which it would be best to fill in graphically — with a hyphen: did he go away, did
he write, was he dreary — I don't know. He simply dropped out of sight for a
week or ten days. And he suddenly reemerged in the Pragerdiele Cafe". (CS,
130)

What Cvetaeva did not know was that Bely] was busy at work with a new
volume of poetry, stimulated in part by her own poetry. Belyj recalls that in May,
1922: "Bupatocs vacTo ¢ B, JIypee, B.B. CaGamwHukoeoi, Mapunoii IIserae-
BOI: NHMITY pelieH3uH ¥ (henseToH (B razeTsi), Ilog KoHel MecAIIa ORIANEBAET
IVYHOE MHPHYECKOE HACTPOSHHE: HAYHHALD ITHCATE CTHXY nukia "Tlocie pas-
ryku" (Rakkurs, 113/2). For June the notation continues "EnxHSM Maxom nu-
my mukn Tlocne pasmyku'.

When he finally retums to the Pragerdiele in early June, he is embarrassingly
loguacicus and frank in his declaration that ske is his light, his calm. "You, I
missed you so much! I felt so dreary! The whole time I felt that T was lacking
something, lacking the main thing, only I couldn't guess what it was". (CS, 130)

For Belyj, the relatienship had progressed and matured into an intellectual and
spiritual vnion. The pain, the hurt, the reliving of the experience with Asja

" devastated Belyj and he returned to his "harbor” as Ariadna Efron so touchingly
putit:

Wapenxa B BepnuH Haesxanl #3 OnwxkHero Lloccena Axmpeit
Bennli, cpaskeHAHH paspuiBoM ¢ xenoB Aceli Typrexesoii,
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TIOTepSHHbIN, CTPAHHLIA, I'TyG0K0 HECIACTHEIH, ¢ Ge3yMHBIMME, 3a-
TIpedeNIEHBIMHA TIIasaMH. ¥ fap ero Gensr Maprana ToTuac 2Ke pa-
Hs1IA HA ¢e03, B ce0sl, ECTECTRGHHO M IPHBLIYHO BIPATIACE B 3TY
yopskky. HeeMoTps Ha To, 9T0 OKPY2KA0IIHE OTHOCHIMCE K HE-
My cepaeuHO, JepesKHo, X0Ts ¥ He 0e3 NOTH IIOTTHTSNBHOTO CTpa-
X4, ofiHa JTHINE MapHHa okasaack B Ty IIOPY NPHCTAHKIIEM eTo
cMATeHHCH nyun (1975, 156).

Belyj was in constant need for female companionship. They saw each other
several times over the next few weeks; Cvetaeva visiting Belyj in Zossen and he
coming to walk the streets of Berlin with her. He read to her from Posle razluki,
recounted the despicable character and conduct of Asja and her relationship with
Kusikov. Belyj had been wounded and was outraged by Asja's parading of
Alexandr Kusikov before his eyes. He was convinced that Asja’s behavior was
revenge for Putevye zametki which had appeared in May. Asja later wrote:
"TTocne TlyTes. saMeToK' 4 COYNA HYRHEM TOKA9ATRE 6MY XKUSHEHHO TTQ MEI
JKH3HeHHO pasouumcs', 18 And he described in detail the painful and shameful
history of his relationship to Ljubov' Dmitrievna Blok some sixteen years
previously. At ene point Belyj with a penchant for hyperbole complained at a
meeting with Cvetaeva that "three days ago my life ended" (CS, 132-133). Later
Belyj recollected: "B xoHUe 20-x wMcnax yXKacHas BeTpeda ¢ AceH, IIoche
KOTOpOH 1bK; mokTopa M CaamTHMKOBa roHAT MeHs B Ceunemionje”
(Rakkurs, 114/1), Cvetaecva mixes memories of conversations with a letter from
Belyj dated June 24, 1922, which serves as the denonement of their relationship.

What was the relationship for Belyj? Cvetaeva was certainly not a sexunal
attraction for him. Roman Gul' was struck by her "masculine" quality: "As
woman, Cvetacva was not atiractive”.1? What was decisive was that a woman, 2
fellow poet, a kindred spirit could communicate with him, or at least react to his
normal "out-of-this-world" rambling. In a letter written June 24, 1922 he admits
the depth of his gratitude, affaction and dependence.

Mosa Muas, MHTTAs, MHIAS, MHIIAS
Mapraa BaHOBEHa,
BEr ocTanHcs BO MHE, KaK 9BYK Yero-To THXOI0, MILIIOT0: CerOHSA
OM XOTEIT TOMBKO 3a0eKaTh, MOCMOTPETh Ha Bac, ¥ ckalarhk
Bam: "Cracubc”.., B 11 mochenude ccobeHHO TAXS/IBE THE BEl
ONATH TIPOSBYYANH MHE: JIACKOEOH, YIMBUTENRHON HOTOH: moBe-
p¥d, 1 MEHS, KAK MalIeHEKOT0, TaK TAHET kK Bam. Tak XoTemochk
TOILKO BIrIAHYTH Ha Bac, 910 yxke kxorja GeUT Ha BOK3anle, TO
clenan ycujde Hax cofol, YTo0bl He BepHYTECA XK. BaM Ha MrHO-
BCHHE, 9TO0R [TOXKATH ITHIIL PYKY 34 To, 970 BH cremany mrs
meHs. BriBaior Begs dyneca! H dyzoe, ITo HHBIE JIOITH HA ODYTHX
BElOT GIACOIATHO-PANOCTHO: H — HH OT Her'o. A Ipyrue — npHHO-
cAT TsokecTh. F ipexie eme, B MocKse s TIOpasHiIcs, Mo9eMy OT
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Bac BeeT — TENNBIM, TACTOYKHHEIM BeTepkoM. A xorpa Brl nph-
exand B Bepmue 1 1 Bac yBuzen, Tax cOBceM IIOBESIIO BECHOM, A
puepal... 3HaeTe JIH, UTO 3a IeHL GLLI BYepa ANA MeHAT 51 oKoH-
YaTeTbHO MOCTABHIT KpecT Hal Acell: Bcelo Yol Moel OTTOMK-
HYJICA HARCErTa oT Hee, I MHe moxasanoch, ¥To BrIpBan ¢ Acetk
CBOE CepIILe; H CEpILEM Beero cels; M oT MOIORH IO IPYIH GHIIa
OyCTOTa; H TaK € YTpa B0 BeYepa XOUHI 110 Bepinny, He 3Hag rae
IIPATKHYTLCA C YYBCTBOM, YTC 12 JIeT 2XKHIHH OTOPBAHK]; H KOHEY-
HO C STHM KYCKOM SKW3HH OTOpRaH # caM oT cefd. M saxonun
CKRBEpEL, TYITO CHABN Ha NaBOUKE, A 3aX0OKUT B Kaths U B MHBHEIE,;
H TYIO CHIEN TaM 0e3 NMpelICTARIEHH S IIPOCTPAHCTBA ¥ BPEMEHH.
Tax o Beuepa. M Korna 5 HOABWICA BEYEPOM, — OIATEH IOBESN0
BIpYF, HEOXKHJAHHO OT Bac: mebeToM nacTogex, H MUMNOH, MH-
JIOH, MATIOH BECTBIO, 9TO KaKas-TO POIHHA — €CTh; ¥ YT0 HHATO He
noru6no. I'onybymika, Munag, — 3a wro Bul Takas xo mEe? Mue
nanc }KYTKO: NOMHNATE, 970 TEIIEPb KAK-TO CO MHOM TO, 9TO B
cnopax Jlenssara;
Kyna, nymra npocuiach Tet:
Iloru6HyTh, HIb MOGHTE. ..

A penp TONEKO MOT'Y 3KWTh, KOI'Ia CTh JJIA KOT'0 KATE M A Yero
ATh,
H BOT ceroiHs NpocHyJCH, B B cepille — BeCHAa: YTO-TO OKOHYA-
TENLHO CTOPRANOCE OT CepRUa (M KaTHTCH TIIYXHMHE IIPOBaIaMK), H
ceprie o0pallie o K CBETY; H JErKO; 1 MUNILIH BeTEPOK BECHEL; U —
NACTOTKH !
H 370 o1 Bac: e noxupaire MHe Jlyxom.

b. byraen (Saakjanc, 1988, 380-381)

For Belyj, at least for a morment, Marina was his "spring", and the “"someone
to live for" and "someone to love". In her Belyj sought and found the catalyst for
his own re-incarnation, his ascent out of the depths of the abyss of disappoint-
ment, rejection and despair. At the same time her poetry inspired Belyj's own
poetic catharsis which culminated in his collection, so appropriately named as we
can now appreciate, For the time "After the Separation” was over, not in a new
union, but in a complete irrevocable parting of the ways for Belyj and Asja.

What motivated Marina? There must have been some of the secret admirer in
her for the older and well established poet. But she also saw in him special
qualities. Much as he noted in her the light, she found him aglow with color:

I never saw him pale, always rosy, yellowish-vividly rose, copper
color. From that rosiness both the blue of his eyes and the silver of
his hair were intensified, And from the silver of his hair his gray suit
too seemed silver, sparkling. Silver, copper, azure — those are the
colors Belyj remained in for me, the summer Bely, the Berlin Bely,
the Bely of his summer misfortune of nineteen twenty-two, (CS,
145)
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She perceived him larger than life, as more than a mere man. "Every piece of
earth under his feet turned into a tennis court, his palm into a racquet. The earth
seemed to be sending him back to the place from which he had been tossed out,
and that place again returned him. In short, earth and heaven played ball with
him. We watched". (CS, 152)

Her own assessment of the relationship was that it began at a high level and
remained constant, but never developed. It was her presence, merely being with
him, another human being, a woman interested in him, his thoughts, his pain, his
world — nothing more. To this must be added Cvetaeva's own abilitiy for excess
in declarations of love and affaction.

Early in July Sergej Efron arrived from Prague. Belyj met him and his private
moments alone with Cvetaeva came to a natural end. The brilliant flame had
flickered, and now like a pilot light it glimmered quietly in both of their souls.
Bely} would soon be occupied by new plans, new ideas, and a vacation in
Swinemiinde. These distractions in July coincided with Marina's own departure
at the end of the month for Pragne. They would not meet again.

For Cvetaeva the memories of Belyj would re-appear. In a letter to Pasternak
of November 19, 1922 she wrote: "Jly4yinee Moe BOCIIOMHAHAHUE O XHIHH B
Bepnune — 370 Bama xkaura i bempiit. C BenmeiM 2, GYRYWH 3HaKOM2 TOYTH ¢
ASTCTBA, TIO-HACTOANIEMY MONPYKUIACE TONEKO 2THM jetoM” {Saakjanc, 1988,
383). Cvetaeva also showed her deep concern for Belyj's welfare in her letters to
Alexandr Bachrach, who was at the time in Berlin and saw Belyj often.2? In her
July 20, 1923 letier she writes:

Bfopuca] H[mukonaeerga] HexHo mobmo. XKank, uro Toraa mpo-
sxpan Bac mapoM. OH ogMHOKOe cyliecTso. B 6bITY OH einie Hecrio-
MoOLTHee MeHd, coBeeM GeayMer. Korna a ¢ Hum, g ayBeTRyiC cela
— cobako#, a ero — cnentoM! Yyxkas (oxHopogHas) crabocTs AC-
Lenger Hanry. JjIydiuse MOH BOCIIOMHUHAHUS B Bcp.nnne 0 HEM.
Ecnu seTpetdTech, ckaxute. (1960, 311)

In a letter a few days later (July 25) contemplating a trip to Berlin, Marina asks
Bachrach if Belyj will be there in the middle of September. In a second letter also
dated July 25 she displays a maternal instinct and thanks Bachrach for his
attention to Belyj:

Ymunser mers Baure Hauryande ¢ B.H., yarawo ce6s. Nymaro, gro
310 OHTA rryfoko-HeGiuarogapuo (kak Bee HetH!) HO Helmaro-
IApPHOCTRI0 KaxoH-To yMHIHTeNbHOH. BeloMHEEal0 ero pasrge-
BaHHBIA B3Il — BKOCh, TOWHO BCJeJ KOUBK —~ Ha IpakoHa
(illTeittepa waH eme Koro-au6yne). Berpeuy ¢ B.H., kak Henas-
Hioio Berpeay ¢ Iltefinepom, pacckaky. "KHHTa pasnyk u Berpeu”
— BOT MO#A 2Ku3Hs. BoT BeAKad XX13Hb. S c9acT/MBa Ha pa3nyku!
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O B.H... ¥ Hero HEKero HET, BCe 3TH HOKJOHHIIEI — B3AOD.
(1960, 317)

Again in a letter to Bachrach of September 5/6 she demands that he write her
about Belyj and what iz happening.

Marina's concern for Belyj was answered by letter from him to her in early
October 1923.21 Belyj's letter is that of a reluctant bridegroom. Klavdija Niko-
laevna Vasil'eva, a fellow anthroposophist and acquaintance from Moscow, had
arrived in Berlin in January 1923, probably to return Belyj to Russia and to
rescue him from his own lunacy. She met with Rudolf Steiner in February and
was instrumental in bringing the two men together for an important exchange of
views in March in Stuttgart.22 Belyj and Klavdia Nikolaevna made plans shortly
thereafter to return to Russia and Belyj had seen her off in July. He himself
waited impatiently for a visa to return, His letter of October shows that he had
final doubts, the nightmare described in an "epistolary howl" of four pages.

"Dearest, dear friend! Only you. I want only to come to you!... You are my
one and only salvation. Work a miracle. Arrange it!" (CS, 155) Indeed, Cvetacva
had been able to arrange with Mark Slonim, editor of Volja Rossii, a position for
Belyj and she had written to Bachrach on October 4 imploring him to get him on
the train;

Y mens k BaM Genewias npockba — ecnu Bol enie B bepanae — .
ecyid He B bepiiHe, TO yKe HEYEro He MoXeTe clienats. Jeno B
TOM, 4TC HeoDXOOHMO NepekecTH (NepesesTr!) Bemoro B [pary,
OH He J0JDKeH exarh B PoccHio, citaBa Bory, 9ro ero He nycTHIN,
OH JTollxeH ObTE B [pare, ameck eMy mamgyT UKIHBEHHE (stricte
ne-cessaire) M 3Jech, B KOHIIE KOHIICB, 5, KOTOpas €ro HEXHO
MBI ¥ — ITO JIyYlIe — eMy TIpefiaHa,

... 8 3maw, aro Ilpara mna Hero — coacenwue... s, T.e. MOS
r'OTOBHOCTE €My NoMorars M o Hem saboruteca: JIHOEA, C
PATTOCTBIO — 1 — HEYCTAHHO.

Bce 310 eMy nepenatite.

... ATak enie pas HamomMHHaw 0 Benom. Ecmu eme He yexan —
nycte eger B Ilpary... Tak emy ckaxwure. H nepenaiite emy or
MEHS BCIO MOIQ HEXKHOCTE M Hamars. 3AT'OBOPUTE, 3ABOPO-
2KWTE ero, — Haa4e ero He oaMelns! (1961, 337-338)

It was unfortunately for ali concerned too late. Belyj left Berlin on October 23
and arrived in Moscow on October 26. Fer him, his escape from the abyss
provided by Cvetaeva had been a temporary one. He would tam into a shell of his
former self, bitter about Germany and Berlin. Yet there remained in Berlin
something of Cvetaeva and Belyj — the memories and the poems, Raziuka and
Posle razluki.
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Razluka: Kniga stichov was published by Gelikon in Berlin in 1922 and
printed at the Sinaburg & Co. Printing House. The slim volume (29 pages)
contained eight numbered, but untitled, poems and the longer "Na krasnom kone:
Poéma" dedicated to Anna Achmatova. Belyj in his review of the volume cited
this longer poem and it is stucturally similar in several aspects to the first eight
poems, but they constitute the thematic and structural unity which occasioned
Belyj's own poetic response. The first poem is simultaneously a thematic
statement of the whole and a particularly illustrative example of Cvetaeva's
collection.

i

Bamennniix ot
I'me-to B Kpemne.
I'me Ha 3eMire,
T'ne -

Kpenocts mos,

Kporeets Mo#,
HobnecTs Mo,
CeaToCTR MOA!

Banremnniit 6o,
Bpomrenubiit 6oH.
T'ne Ha 3eMne —
Mot

Hom,

Motk - coH,

Mot - cMex,

Moii — cBerT,

Y 3KHX OMOTIE — Clie.

To4HO pyKo#
CGpolueHHE B HOYb —
Bo#.

— Bpemennsiit moti!

Karlinsky has described many of the features of Cvetaeva's poetic signature:
her simple and direct vocabulary and syntax, her verblessness, her violation of
traditional poetic meters by frequent use of irregularly-spaced or additional
stresses in a line (132ff.). This last point, the irregular or "logaedic" meter is also
noted by Jurij Ivask: "Putver IlseTaepoit. Ee cienamsHoCTE — T.H. MOrasmb:
T.€. CHILTa00~TOHMYIESCKHE CTHXH OTIHYHEIE OT IATH TPaIUIHOEHBIX CHILIAt0-
TOHHYECKHX pasMepoB (AmGoB, xopeep, aHATISCTOB, a.mbaﬁpaxon, HAKTH-
neii)”.2? Belyj was also highly impressed by this one feature of her poetry,
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Karlinsky also cites Cvetacva's use of the dash, her enjambement, internal
rhymes, and the repetition of the same word. G.S. Smith who has written
frequently on the format aspects of Cvetacva's verse also points to the short line,
often only four or five syllables, and states that "Cvetaeva prefers alternations that
incorporate contrasting numbers of ictuses per ling".25

Cvetaeva's first poem is a stark vision in four stanzas: three are four lines in
Jength and the third stanza is nine lines long. Belyj would point to the simplicity,
the poverty at first glance of poetic devices and yet the verse reverberates like the
bong from the Kremlin bell tower. The first stanza beats with the alliterative "b",
the sound of the bong, and three choriambs are capped by a single stressed, thrice
repeated "gde". In the second stanza the "kr" sound of the "Kreml™ reappears in
the "krepost™ and "krotost™. Again choriambs dominate and rhyme is achieved
by the repetition of the modifier "moja" four times in a row. In the third stanza the
towers's bong (boj) is tossed away in a two line alliterative sweep of "b™:
"Bagennyj boj. / Brokennyj boj". The three choriambs are topped by eight succes-
sive stresses until the relief of the final line, a choriamb plus an additicnal stress
' "Vakux mogoms — ciex'. The fourth and final stanza rhymes "rukoj",
"boj" and "moj”, recalling the “moj" repeated three times in the previous stanza.
While the word "razluka" is never mentioned in the poem, it is phonetically
reproduced in the images of the earth and the hands. The "z" and "1" of earth
"zremlja" are twice repeated in the poem and are also embedded in "raziuka".
Phonetically the "k" and "r" sounds of the "Kreml'™ are reversed in "ruka”, the
hand which is an attempt to bridge the separation razluka. The hands will become
a unifying feature in several of the remaining poems.2% Sound supplements sense
in a poem organized around the sound of the Kremlin bell which as it reverberates
reminds the poet of her own beloved fortress. Like the bong cast off from the
tower, she asks where is home and peace and the trace of him. Like a hand
outstretched into the night, the bong is cast away, to Sergej Efron to whom the
poems are dedicated.

These same hands appear in the second poem now upraised and thrust into
midnight's bong: "B nycroe epHoe okHo / IlycThie pykn / Bpocaio ¥ mojy-
Houqukbnii Goit". The poet contemplates suicide, throwing herself from the tower;
but somewhere her warrior spreads his wings. Cvetaeva's rhymes in the second
poem extend the theme of hands "rukoj" and her own "moj" with head "golovo;"
and home "domoj" as well as square "plo§¢adne” and young "molodej".27 The
twelve lines alternate between four and two feet with aBaBecce cDeD rhyme, One
could argue that the alternating four and two feet iambic lines disguise the more
traditional iambic hexameter. By splitting the longer lines into segments Cvetaeva
increases the number of end rhymes.



108 Thomas R. Beyer, Jr.

In the third poem the connection between the hands and the separation are
made explicit as the two are rhymed "ruki" and "razliki"and give rise to a third
image of the rivers "reki” which are heavenly and eternal "naveki”.

3

Bce kpyue, Bee Kpydye

JanaMmuisars pyku!

Me>x HAMH He BEPCTH

3eMHBIEe, ~ Pasnykn

HeBecnrle peky, HasypHLle
FEMIH,

I'me zpyr Mo HaBeKH yKe —

Heorremnem.

It is there in the celestial mythological realm that her loved one is unreachable.
Cvetaeva introduces elements of the legend of Bellerophon refering to the silver
bridles given by Minerva in order to tame Pegasus. Both dare to challenge the
gods; as her winged warrior rushes toward her, she promises:

51 B cMepTH — HapsIHOH

TlpeSymy — TBOCH GRICTpOTE
BATCNEpoH

Iocnenneit onopoit

B notepsx npocTopa!

In this poem a standard amphibrachic meter predominates. The three stanzas
have seven, eight and seven lines respectively; yet they too are designed to dis-
guise the sixteen amphibrachic feet per stanza. The eight lines of the second stan-
za, for example, yield eight rhymes, four of which would be hidden or interna-
lized in the traditional quatrain. Alliteration is again used for musical effect, the
"s" of the "CrpevuT cronGorasi / B cepeGpannix oOpyax”. In addition the "r" "z"
"1" and "k" of "razluka" reinforce the dominate sound-theme of separation,

In the fourth poem the image of the heavenly river is recalled. Cvetaeva alludes
to Pallas Athene the goddess of wisdom and the offspring out of the head of Zeus
conceived without a mother. Her sacred plant was the olive, "Cmyrno#i omigoit /
Ckpoii naromnosse”. The poet warns that the gods are jealous of mortal love:
"Born pesauen / K cmepraoit mobosn”. She cautions her warrior to fear not
earth's inhabitants but the unseen one, for the heart of Zeus is insatiable: "Boifics
He THHH — / Teepun HeGecHoH! / HeracuTiamo — / Cepmue 3esecal” The nine
quatrains are strikingly similar, Each line consists of two stresses ——'—, and each
quatrain thymes ABAB, The dash occurs frequently, but it does not affect the
regular meter and the orthography is not remarkable.
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In that realm of the ancient gods the fifth poem depicts a world of unearthly
beings where by hand she quietly loosens the shackles (PactiyTao myrThi); the
winged one clatters and neighs, but between them is the river Lethe, the river of
forgetfulness for departed souls. Two six line stanzes from one to four feet in
length each contain sixteen amphibrachs. Achieving additional rhymes is again the
underlying motivation for expanding four into six lines.

In the sixth poem the poet again defies the gods, declaring that they shall not
see her old and gray. She threatens to go herself to that city: "Where mothers dare
not take their children". There she will remove once and for all time the stone
from his shoulders. The thirty lines are broken into six stanzas. But this organiza-
tion again disguises a pattern. The first four stanzas, each four lines long, alter-
nate between twenty four and fifteen syllables, while the fifth and sixth stanzes,
each six lines long contain the twenty four plus fifteen syllables. The recurring
amphibracs contained in the section with twenty four syllables are supplemented
by additional stresses in the shorter sections. In several instances the final word
and stress of the stanza is moved onto the last line as a separate entity. As could
be expected rhyme also increases in direct proportion to the number of lines: "Ha
BCI) TBOK MYKY, / Pagaop — muax: / — Bpocs pyky! f Ocrass mrang”

In the seventh poem as the heavens thunder she prepares the sacrificial lamb,
love, and prostrates herself in a prayer that Zeus not raise her beloved. The four
stanzas consisting of either four or five lines actually can be read as iambic
pentameter. The orthography, the use of the dash, the break up of the poetic line,
all help to emphasize the "s" and "z" of "Zeves" and of course "razluka". The
separation of the traditional pentameter line into shorter units also permits
Cvetaeva to intreduce a series of dactylic thymes, which otherwise might have
escaped notice.

In the final poem (#8) the poet admits that earthly delight (prelest' zemnaja) is a
chalice, and no more ours than the air, the stars or the nests hanging in the
sunsets. And she admits to knowing who is the owner of the chalice! But with
one foot forward from the tower, an image which returns us to the point of
departure of the first poem, she casts herself — not down to death but up the
aquiline heights to seize that chalice from the terrifying and rosy lips of God!

S amaro, s 3HaI0,

K10 uame — xoz98H!

Ho nerxyio HOTY BOEpe —
Garuneii

B OpIIHHYIO BLICH!

H xpblioM — yamy

OT rPoO3HLIX ¥ PO3OBLIX
yer—

bora!
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The amphibracs of the first stanza give way to added stresses and omitted
syllables in the second stanza, where the thymes and the alliteration of "s" and
"z", presumably preparing the way for the reappearance of Zeus, are instead
supplanted by the ever increasing assonance of stressed "o" (bolee, vozduch,
zvézdy, gnézda, zorjach, 1égkuju, nogu, vperéd, groznych, rozevych) which
culminate in the delightful surprise "Bogal” In the face of separation from her
loved one, the poet is brash and defiant. The heavenly powers which have
destined that the two lovers not be united is not a defeat for her, but a challenge, a
summaons to which she rises. In defiance of the will of God, Cvetaeva as poet
dares to go beyond life itself to reach out to Sergej.

Belyj, in his analysis, does not refer to this theme of deftance, but he could not
have overlooked, especially given his own mystical leanings, the presence of the
gods and the implied challenge to the transitory nature of time and space. The
meter of final poem, with its powerful statement, is not irregular, but amphibra-
phic dimeter with only a few variations. The short lines permit greater end rthyme
and a corresponding enhancement of their poetic effect. There are also the rhy-
mes-imperfect and vet striking: "vozduch" "zvézdy" and "gnézda” which violate
the principle that all syllables following the ictus be identical. It was to this often
striking, bold and yet in many places quite traditional, poetry that Belyj issued
both a critical analysis and a poetic response.

The essence of Cvetaeva's poems for Belyj was found in the melody, in the
song. His letter of May 16, the same evening he read the book after meeting
Cvetaeva, is filled with references to "melody”.

Allow me to express my deep enthusiasm before the utterly winged
melody of your book Separation.

I read all evening — almost aloud and almost singing. It has been a
long time since I had such aesthetic gratification.

_And with respect to the melodiousness of the poetry, so necessary
after the sloppiness of the Muscovites and the deadness of the
Acmeists, your book is first (that's beyond doubt).

I write and I ask myself: Am I not overestimating my own
impression? Didn't I hear the Melody in a dream? (CS., 126)

Belyj's question about "overestimating” contains a hint of caution which as a
critic he would soon brush aside. The recognition of the music in Cvetaeva's
poetry was strikingly close to a note in Cvetaeva's notebook: "Kawmra nomkHa
CHITH MCIIOIHEHA TATATENEM, KAK COHATA, 3HAKH — HOTHL B BONE dHTATENA
oCynIecTBATE M mckasuts” .28 This initial impression would grow stronger,
the word giving added credibility to the thought, when Belyj published his review
just days later on May 21 entitled "Poétessa—pevica”.
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Belyj indicates his own confusion over the cause of the overwhelming effect of
the work, based as it would appear at first glance on "weak" images and "petty”
lines easely achieved, "B uem e cuna?” He answers with a reference as applic-
able to Cvetaeva's poems as to his own situation: in the "passion of separation".
This “poryv” is accomplished, claims Belyj, in the opening choriambs "u xak B
5-oit ciM¢poHHY ¥ beTxoBeHa xoprAMOHUECKUMH yapaMH 6berca ceprue”.
For Belyj, the lines defy a reading; they simply must be sung.

Cvetaeva by her own admission did not and could not understand most of
Belyj's own explanations of her poetry. His imposition or assignment of the
choriamb to Cvetaeva's opening lines is somewhat arbitrary; one could speak of a
combination of trochees and iambs in the same line. The decisive factor for Belyj
in May of 1922 was the repetition of an earlier and often repeated theme that
rhythm in poetry was created not by slavish devotion to poetic meter, but by a
deviation (otstuplente) from that meter. As K. Taranovskij has iltustrated, Belyj's
own poetry was substantially based on experimantation which embodied in
practice his own theories of metrics. One need only recall Belyj's article in
Simvolizm (1910) "Opyt charakteristiki Cetyrechstopnogo jamba", in which he
had ranked poets qualitatively on the basis of the quantity of deviations (or as
Nabokov later called tham, “scuds").2% The search for music in poetry, or rather
the elevation of poetry to the greater perfection of musical form had, of course,
been a constant element in Belyj's artistic credo from its inception, for example in
his article "®opmur ucxyccrsa” and his early Symphonies. He was also busy
with the preparation of Glossolalija. Poéma o zvuke.?0 The music and the
melody which Belyj claimed to have found in Razluka were as much a creation of
his own idiosyncratic poetic-aesthetic response as they were elements clearly
identifiable in the text.3!

Belyj's highly impressionistic response hails Cvetaeva as one who has
returned poetry to its rightful place: "cmara Bory, mossms Hama oT puTMa U
ofpasa ABHO BOCXOUHT K MEJIONIHH, YXKE YTPAYEHHOU co BpeMeH TpyBaaypos”.
How exactly this melody is created is elucidated by Belyj in several excerpts from
Raziuka, where he notes "Megonnvuecxrii neATMOTHE CBIIIAM B LIEJIOM BCeX
crpoth”. He goes on to illustrate:

M TpH HYIHEIX CHIOH[ER, —

Mo# ~ comn,

Moii - cMmex,

Moii — gom, —
MONrOTOBIEHH TpEMS XOpUAMOHYeCKHME - — cTpodamH, B
KOTOPHIX TIOCHENHSAS CTPOYKA YCHIIEHA B HOHHK —~ ~' ' UTO CO3IAeT

BENFKOJCTTHBIH TPAMILIKH: LIS MOJETa CIOHAEEE; H Ge3 9ero OHH
Ol — JKANKO THTOXHYHCE, 32
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Belyj indentifies and likewise admires the "amfibrachii", "bakchii”, "paremi-
Seskij stich" and "glikonova strotka" {some of which are taken from "Na kras-
nom kone"). Variation in meter in Belyj's own aesthetic system is a positive ele-
ment and it forms the basis of his critical appraisal and evaluation of the text:
"Menonusa Mapuns IBeTacRoil siBIEHA IENBIM MHOT006pa3ps pATMORB",
These "rhythms" are highlighted in the poem "M.L Cvetaevoj" as "nepobedimiye
ritmy" and Belyj's memoirs, (MeZdu dvuch revoljucij, 1934, 384) recall one final
time her "roskofnye ritmy". Almost as an afterthought Belyj mentions one image
"Yplot' do nogi uprugoj vzletaet pennyj klok™ and Cvetagva's progressive allitera-
tive stransitions from "s" and "r" to "1", and "v" to "m" in the zvekoslovie "str-
stlb-srbr-rim" found in

CrpemuT cTonSoRas
B cepeGpaneix cOpyax.
S pyk Be momao, 33

For Belyj the poetess and her poems ultimately merged into the image of a
sound. In his letter of June 24 he wrote:

Bl oCTANKCE BC MHEE, KAK 3BYK 9€T0-TO THXOT'0, MHIIOTC; ... B 9TH
TIOCHE HHE 0C00SHHO TAKENBIE, CTPANHEE THY Bel ontsTE 1Ipossy-
ga/H MEE; JIaCKOBO, NackKOBOH, YIHBHTENLHOR HOTOM ... [empha—
sis added, TRB] (Saakjanc, 1988, 380)

Cvetaeva's own footnote to the musical connection ¢comes in her comment that
when Bely) read his own poetry: "He runs over the pages as if over piano keys"
(C8, 139).

Against this backdrop of aesthetic perception and preference, Belyj, the perpe-
tual experimenter, summarizes in his preface to Posle razluki, "Budem iskat' me-
lodii", five points in his own search for melody. Admitting that his own work is a
search for form — and that "melodism” grows out of the ordering of image and
sound, meter and rhythm, Belyj outlines his own poetic program for the work.

1) lnpHyeckoe CTHXOTROPSHUE — IIECHA,

2} IloaT HOCHT B cefie MENOTHN: OH — KOMITOZHUTOP.

-3} B amcToit MMpHKe Me 10 T M A BaOXKHee obpasza.

4) Heymepensoe yrorpeGieHHe ITOCpeICTBSHHBIX 31HEMEHTOB CTHXA

(oGpasa, ¥ 3BYKOBOH apMOHHH) HACUET M € IO T M H caMEle GOTarcTea

STUX BIEMEHTOB NPeRpaliaeT B BePHOE CPeCTBO — YOUTE CTHXM.

5) losobHO MeTaopAUecKol ITepeHACHINEHHOCTH: TIOMEHBIIe

MMaKAHU3MA; THOGONLIIE TIECHH, NOGONBIIIS IPOCTHIX CIOB, TOMEHLIIE

3BYKOBHX TPCIIAHMI (MEHBIITE TPYO) — MEeHHUATBHEIE KOMIIOZHTODE

rEHUATHHEL He HHCTPYMEHTAME, & M € 10 L ¥ IM 1 : OpPKEeCTpOBKa
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Berxorera npoine opkectposkH IlTTpayca,

Firm in his convictions (at least temporarily), Belyj exclaims, "Brepenn pyc-
CKMIT cTHX 0xHJlaeT 60raTCTBO HelcuepliaeMbIX MelIoTHHHKK MupoB. H ma
3MIpaBCTBYET ~ ‘MeNo T H3 M !'™"

The title of Belyj's work, Posle razluki, contains both an echo of Cvetaeva's
Razluka and an ironic expression of finality. Belyj had mentioned the explicit
connection to Cvetaeva:

After your Separation I am writing poems again. I think T am not a
poet. I can go for years without writing poems. That means I am not
a poet. But now, after your Separation - it has flooded me, T can't
stop. I am writing you — furthering you. It will be a whole book:
After the Separation, after the separation from her and after your
Separation. (CS, 138-139)

Cvetaeva and her work would become the foundation, the home port for Belyj
as he floundered in a sea of complex, conflicting stresses. In addition to the stress
provoked by Asja's arrival in Berlin in March and departure in April, Belyj had
been told by his doctor to slow down or risk serious health problems. When he
moved to Zossen in May, Bely] intended to work on the third part of the
Vospominanija o Bloke and a revision of the poems in Zoloto v lazuri. The third
section of the Vospominanija covered the most painful period of time for Belyj,
concerned with the strange intrigues of Ljubov' Dmitrievna Blok. (Belyj would
refer to her in the Vospominanija as 8C, but the disgnise was rather transparent).
Amid this intellectual and spiritual torment and turmoil, Cvetaeva proved to be
both an attraction and a distraction for Belyj. Even if this represented wishful
thinking and fantasizing on his part, her poems and his perception of them served
as the organizing principle for his own earlier efforts, current revisions and new
creations. Posle razluki would emerge as Belyj's last original poetry.

Posle razluki. Berlinskij pesennik was published by Epocha and printed in
Berlin by M. Mattisson in September of 1922, The 123 page volume contains fif-
teen poems varying in length from the thirteen lines of "M.I. Cvetaevoj" to the
twenty parts and over three hundred lines of "Malen'kij balagan na malen'koj pla-
nete "Zemlja". The poems represent three interconnected, but clearly distinguish-
able moments of poetic inspiration. Three poems were written prior to May 1922.
Thematically they are all connected with Asja Turgeneva-Bugaeva: "Bessonica"
and "Bol'nica" are both dated in the text "The Hospital 1921". "Ty —ten' tenej" ts
dated Berlin 1922 and the 1923 edition of Belyj's poems adds the notation
"February 1922". All three of these poems appeared in print prior to Belyj's
major efforts on the collection inspired in part by Cvetaeva.34 Another three
poems represent revisions and thematic reworkings of poems published earlier in
the collection Zoloto v lazuri (M., 1904). "O poljarnom pokoe” is followed by the
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notation "Moscow-Zossen" and is based on the poem "Zizn". "Kladbi¥&e” 1901—
1922 Moscow-Zossen is based on "Prizyv". "Net" 1901-1922 Moscow—Zossen
is based on "Na zakate".35

The nine remaining poems were written in May or June 1922 in Zossen:
"Vesennjaja melodija” — June 1922; "Veder"; "Poetsja pod gitarn" noted in the
1923 collection as May 1922; "Opjat’ gitara"; "Prorok™ —~ May 1992; "Malen'kij
balagan na malen'koj planete "Zemlja" no date but later identified as June 1922;
"V gorax" dated in Epopeja, II, as May 1922; "Ja" no date; and finally "M.L
Cvetaevoj" — Zossen,36

The first poem, "Vesennjaja melodija”, bears the subtitle of the mandolin. It is
one of five poems associated directly with a musical instrument: twd mention a
guitar, one a cello, one a balatajka and there is the additional impiied drum
{Boom! Boom!). Written in June 1922 it is separated into six parts.

1

Cheluty yTpamMu
3oBH
A...
Buxy — orsd.., —
— HHH —
EBupro30BbIe
Tonmeie cMEICTA. .,
KpyroM He sM [meHs) —
Bepeaonbie
icicH
H -

— IlepnaMyTpOREIE TTHH;
K-
- IlepnamyrpamMu
YuusaHHbE,
Pososoie —
— KphIIbst KOPOMEICTA.

Most striking is the curious arrangement of the poem on the page, in which the
traditional hallmark of Russian verse, the line, has been sacrificed, broken up and
scattered into multiple pieces. When compared with Cvetagva's first poem, Part I
reveals several areas of similarity: the brief lines, several of which are inset from
the margin, the frequent use of dashes, and enjambment. There is also the distinct
departure from traditional meters. Cvetaeva's poem opens with a series of chor-
iambs. Belyj attempts to duplicate her effect in even more complicated rhythms,
His first lines, "Cabimry yrpamu / 3orst / 51", can be read as a choriamb followed
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by a trochee and then a single stress. If, however, the three lines are combined as
one it can be scanned as a chortamb followed by two tambs: '- —'—"-'

Other choriambs appear in the lines "Bioky — oran” and "TlonHsle cmeicaa”.
In the foward to Zovy vremen Belyj described the violence he chose to impose on
his poetry: "SI cnimtoch pasGHTE KAHOH KAKOH-TO CTPOKH, TakoH-To crpodbl, 3a-
MEHAA eT'0 KAHOHOM 3KHMBOT'O, SBYYHOIO CNOBA B CINIETEHHH €0 ¢ HelbiM”
(94). And in somewhat simpler terms Belyj returns to the thought expressed in
the beginning of Posle razluki and notes that the poet is a composer in his arran-
gement of word: "B paccTaHOBKE CJIOB — KOMIOIUTOD PUTMA; OB COUHHSET Me-
TIOOHMIO; BepHEE HILET BHEIIHUM YXOM OTpPa3HTh CBOM BHYTPeHHMH cyx" (98),

While Belyj claims to be inventive and innovative his arrangement of lines dis-
guises visually, but not necessarily audibly, a fairly traditional jambic rhythm
with an added stress on the initial syllable in a line. As we have seen this techni-
que of separating the traditional line into two or more segments is a distinguishing
characteristic of Cvetaeva's Razluke. With his segmentation of the poetic line,
much in the manner of Cvetaeva, Belyj achieves a multiplication of end rhymes, a
highlighting of what would normally be internal rhymes. Thus "odni", "dni", "i",
“pni”, and "i" all stand out and spotlight the major stressed of Part I. Of twenty-
four accented vowels, twelve are either "i" or "y". Is this repetition of the high
pitched "i" an attempt to capture the sound of the mandeline? The additicnal
words in final position such as "utrami" and "zovy" are amplified and then echoed
in "perlamutrami” and "birjuzovye". This opening section is both an audic and
visual image: the sounds of the calls, the sights of the sapphire days, fires
burning, mother-of-pear] birch stumps and the rosy wings of a yoke.

In Part IT a cloud hangs low on the horizon, its edges illuminated by fire and
summers, and it gives rise to a vision of nature's holidays of lost meaning, like
the once meaningful yokes gleaming in the sun. Twenty eight lines contain a total
of thirty two words; the result is a dramatic increase in end rhymes, which in
traditional lines might remain hidden.

Part IH has the narrative voice now heeding with a sensitive ear the disgusting
flies, and silver meters from a window cover him like a gleaming emerald flock of
flies and a spider web splashing to the wind. Again rhymes abound as twenty-ni-
ne words are moven into twenty-one lines. The opening lines ("BHuMa0: — /7 —
YyrkaM / ¥xom / KyTtiam / Myxam — / 51™) can be read as an amphibrach follo-
wed by a series of trochees and the striking series of stressed "u" sounds. But the
familiar iambic meter sounds in one's head even if it is concealed by the typeset-
ting as well as pagination. By this point one notices that the typography separates
each section of the poem onto at least two pages with the resulting abundance of
blank space on each page. (A cynic might suggest that this was done in an attempt
to achieve the critical mass necessary for the book slightly longer than 100 pages,
but which could have easily been printed in twenty-five or less).
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In Part IV the song makes its first appearance: like silvery breezes, like meters,
like visions of lights, it penetrates the firmament and the land, the sight of the
soul, and the secret of inspiration penetrates the soul. "~ Tme~1o / Jeuma / B
THIIH, — / — OOBHITHBAET cepeﬁpﬂﬁmma BerpamH, / Kax merpamu / Mue -/ -
¥xo/ Oyx /W[ Oyory—/ - [lewne. ..

In Part V rhymes abound again; "Sveta" and "Otveta", "Vzvizgi" and "Vbryz-
gi", "Slov" and "Strof", but even more startling is the assonance of the stressed
"o": of twenty-eight stressed vowels fourteen are "of8". The resulting associations
of "vozduch" with "otdych" and with “slov" and "strof", sprinkle the heart with
the "rozovuju rozu" and "rosami”, Belyj enhances his instrumentation with an
abundance of "s" and "z" sounds which cccur twenty five times in thirty words.
These same sounds echo the key elements in Cvetaeva's last poem,

In the final section, Part VI, the primary stressed vowel is "e" (sixteen of
twenty eight are "e"}. The rhymed groupings provide curious associations bet-
ween of "Vernoe-Vernoe serdce” and the concepts of "licemeriem" (hypocrisy)
and "neveriem" (disbelief) with the "ravnovesie" (equilibrium) and "bezvesie"
{weightlessness) of the "podnebesie” (sky). The sense of soaring, floating
weightless like a tuft above the clouds over the leaves, is anything but a cry of
dispair. In opening his collection with one of the later poems, i.e. composed in
June 1922, Belyj re-affirms the salutary and salvational aspect of poetic vision
(and hearing) and the creative act. The poet hears and sees and the resulting multi-
media song expresses itself in words and stanzas which free the poet from the
restraints of gravity. The upbeat "Vesennjaja melodija" is a rousing overture to the
concert which follows, '

In congrast to the dawn's early light and sounds of life, the second poem,
"Veter", is filled with "edges of golden-brown clouds" which hang over the poet
with a "poison". The sky is repaced by the swamp, alive with its own creatures,
the cricket and the lynx. The mood created by the blackness and the thunder is
threatening — the "zloj" (evil) and "lukavyj" (wicked), a gleaming pupil out of the
darkness. The poems is divided into five six-line stanzas, but can be read as five
quatrains of anapestic trimeter, or as a series of anapestic hexameter couplets.
What Belyj gains by the artificial enjambements is once again a greater concentra-
tion and resulting doubling or tripling of end rhymes. For example in the second
stanza;

H BarousT GecTIpHIOPHBIEC BBICH

BoNOTHBIM [IA3KOM;

W — zapeIcKaloT OLICTPEIE PHICH
Hapn SomoTHRIM, — ,

Han gepHBIM — IecKOM

QEPOE>
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g v

In terms of sound orchestration, “o" and "y" predominate in the above stanza,
where of twelve stressed vowels only one is not an "o" or "y". (Vzgonjat). "Ve-
der" continues the lyrical creation of a poetic mood and once more the poet sensi-
tive to sight and sound recreates a video production. There is also the curious
synaesthesia of the poet who "hears" the "Zeltye chochoty rysi".

"0 poljarnom pokoe" introduces the second stringed instrument — the cello.
The long, sonorous draws of the bow are reproduced in Part I of the poem with
fourteen "a/ja" combinations out of twenty-one stressed vowels. The slow pace of
the cello is captured in the amphibrach in contrast to the quicker iamb of the
mandolin in "Vesennjaja meledija". The visual image is of clusters of ice blocks
and amber lances of the sunset which blind us as the schooner casts off into the
steel of the waves. In Part II seafers appear highlighted against the ruby red sail
and fortified by their "song”. In Part III the song is carried and tossed about by
the waters, The Iyrical vision is interrupted in Part IV for an observation of the
constancy of the environment: "Huaro He namenwures!. .. / Tonsko ~ / ~ Mate-
xmutcs [ Mope, / Ja remmres / Kur — . The peace and well-being of the
schooner are displaced in Part V when winter descends in a cloud of white ash
and the polar darkness tightens its grip in a fiery darkness of welded clumps of
ice. In reworking the themes of Zolote v lazuri, Belyj returned to his poem
"Zizn™. (1901)

1501 1922
BeccTpalliRe OTYANW Cpelk XJiomeeB Tymada M —
oT Gepera c necHelt momop. — OKpenmmeHo
IMechedt -
—Iox zopekoii —
— Oruanumy -
— B xnonbsa
Tymana —
— HoMope

The distinctive staircase arrangement of the new version is not only an
extention of Cvetaeva's brief lines. Rather, it continues a tradition already found
in Belyj's prose. Here the separation of lines in a revision of an ¢arlier poem does
not result in an increase in end rhyme. The visual effect is intended to produce a
new "rhythm" in spite of the regular pattern of amphibrachs. Ultimately, these
"step-ladder" (lesenki) structures of Belyj would profoundly affect the poetry of
Majakovskij and other Soviet poets.7

"Kladbi¥ge" is a reworking of the poem "Prizyv" written in 1901 and dedicated
to Mixail Sergeevit Solov'ev. An examination of the poem and its new form
illustrates much of what is "innovative" in Posle raziuki. "Prizyv" has four quat-
rains of iambic tetrameter with an a-B-a-B thyme scheme of alternating masculine
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and feminine rhymes. "Kladbif&e" has forty six lines divided into fourteen
stanzas ranging from two to six lines in length. By tripling the number of lines,
Belyj is able to increase the rhymes from sixteen in the first poem to forty-six
rhymed words in final position. Thematically Belyj retains the memories and
images of the previous poem inspired by the grave of Sclov'ev in Novodevidij
Monastery. The sound of the wind, the shadows of crosses on the white snow,
the "good news", the lantern (now crimson over the grave), the lonely cak
standing watch. But the tension has been changed, now charged with poetic
sound effects. Compare the two verses:

1901 1922

Tam... ganexo... cpey pasHUH Tsxensmd 1y0, Kak yacoBom
cTapuHHE 0y6 B Tskenoit Myke  [ledantHo rHemner
CTOHT 34TEPAH U OIHH, 3pyxaM MyKH; —
KaK JaCOBOH, IO bABIIMHA PYKH.
Kocmarriii cHeEr aMH, — B
CYpOBBIH ROH
TlogremneT

The new version contains additional elements of sounds — the sounds of
torment and the severe howl. The meter remains the same, but the new lines offer
an extra thyme of "vnemlet — pod"emlet”. There is one additional "u" sound in the
second poem which enhances the effect of the "sounds of torment" (zvukam
mzki). The new version eliminates all stressed "1" sounds (sredi, ravnin, starin-
nyj, stoit, odin) in the stanza. Belyj's ear is attuned to a different drummer.

Several of Belyj's contemporaries, including Cvetaeva and Chodasevié, note
that Belyj's fiddling with his poems was undesirable and detrimental to his poetic
gift. One could argue which poem is more artistically complete and pleasing.
There can be no doubt, however, of the quantative poetical elements of language
which call attention to themselves, while preserving the pristine simplicity of the
word. Another unanswered question concerns the inclusion of this poem at this
particular place. Belyj had originally intended to revise his poems from Zoloto v
lazuri; his memories of Blok also focused his attention on important events and
personages of the first decade of the century. To these must be added the
shocking assassination in Berlin of V.D. Nabokov, father of the writer, who was
a well-respected political and moral force in the Russian emigration. Nabokov
was shot on March 28, 1922 and was buried in the Russian cemetery in Berlin
after a funeral service which Belyj attended. Bely] also divided his life into seven
year sequences, 1901-1908 / 1909-1916 / 19171923, and twenty one years
separate the first version from the second one.
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What remains after the speculation and what constitutes the new element in the
poem is the sound image of the closing stanza in which into the silence there
resounds the voice of a friend, now forgotten in the snow! "H Toneko: — / B
THinuHy / 3ByaHT, / 3abbrTeri / B chere, —/ — I'omoc gpyra..."

The poem "Pottsja pod gitaru”" is a gloomy admission of the poet's own
mortality, a recognition of the futility and folly of existence. Not only the title, but
the arrangement on the page, mostly bleak single words dangling from the left
margin and the dashes, recalls Belyj's own perception of Cvetaeva's poems. The
rhythms are also uneven; this poem is one of the more complex to classify or to
define an underlying metrical pattern. One thought is that the lines as they alter-
nate between one and more stresses are meant to resemble the pluck and the brush
of the guitarist's rhythm.38 As with the previous poems, rhyme abounds and is
used to associate words and meanings by sounds — "nem-—vsem", "suZdeno—vse
ravno®, the "izomrudnaja" (emeratd) tale with the "trudnaja” (difficult) life: and
"nakonec" {finally) with "odin konec" (the inevitable end) which hangs over our
"sud'boju” (fate) and over the poet "soboju" (himself). The poet has come the full
cycle of life in his first five poems: from the dawning of spring and poetic flights
of fancy to evening darkness, the challenge of the seafarers’ song engulfed in
winter's clutches, to the cemetery and the realization that death will come for him,
too!

At the bottom of this abyss, Belyj engages in his next poem for the first time
the theme of Asja: "Opjat' gitara", Here again the poetic meter and line have been
sacrificed to achieve additional thymes. There is also a heavy sound orchestration
and concentration of stressed "a" and "u". In the lovely raspberry-orange sunset
of today, memories of golden waters, the crunch of snow, of the years "there"
(tam) in Switzerland, call forth silver sorrows and clash with the words:
"MepTBHX ClIOR He ropopu', / 'He teepan’ — / 'Hoporasl...” To which the
response is a simple and final: "TeGe omHa mopora, a MHe —' / 'IIpyraa!™ So
simple, so brief, so unsatisfactory and incomplete for Belyj. While he had been
waiting since 1916 for this meeting, and its outcome should have never been in
doubt, given Asja's cavalier approach to his entreaties, her presence in Berlin had
given him hope for a restoration of the old order. Her failure to return to him was
the greatest single cause of Belyj's anguish and his deteriorating health and erratic
behaviour, both of which would become the canse of some concern among his
friends over the next few months. Thematically Belyj moves from his pre-
occupation with the lyrical experience itself to the inner recesses of his own pain,
spite and spleen.39

In a pecaliar combination of time and place, the rejection by Asja is now
combined with a memory and poem of another love lost, The poem "Net” is a
revision of the 1901 poem, "Na zakate", which have five quatrains of anapestic
tetrameter with alternating masculine and feminine rhyme. "Net” contains nine
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stanzas, the first eight are quatrains with lines of variable length and the final
stanza has six lines. While the meter is also primarily anapestic, there are several
examples of an additional initial stress. The stanzas have alternating rhymes
throughout with the exception of the fourth stanza. Both poems speak of a
rejection highlighted by brillianty-colored backgrounds: pale red sunset, the azure
distance, and the poet's realization that he and she are merely spectexs "prizraki”
who will now be separated by time and space. The new element in "Net"
introduced in the final stanza is the "penie” (song) and "videnie" {vision).

B 3T0OM IeHEHA TAe-TO — B KUIICHHH
B sTOoM neHuH ¢Beta — Broedne —
Mmue:

Y10 — ¢ Tobou!

This was the only solution remaining for Belyj, an optimistic faith that in the
future, in another transearthly existence in which the ties that bound his soul to
Asja would be restored to their former state. It is a vision of hope — a victory over
the confines of earthly space and time! Again I wish to emphasize the essentially
optimistic vision of the poet that has been largely overlooked by critics including
Mogul'skij, who sees Posle razluki merely as "krik boli i ot€ajanija” (246).

The midpoint of the collection is the poem, "Prorok” with its inevitable compa-
rison to Pushkin's poem of the same name. The poem is very traditional, written
in Zossen in May 1922 in iambic tetrameter with alternating feminine and mascu-
line rhymes in nine quatrains, It is almost as if Belyj pauses for a moment with
his formal experiments. The poem seems unconnected with the Asja theme unless
one take into account the plural first person pronoun and personal modifiers.
Repeatedly there are references to "our" (naf) and the question "na nas tekudij".
Beyond the lyrical statement of the poet overwhelmed by the shining silvery
moon, there i3 reason here to believe that the poem re-asserts the important
spiritual-mystical bind which Belyj shared with Asja. From this point, Belyj
retraces the loneliness, the despair and the anguish of not having Asja his compa-
nion at his side. The next two poems "Bessonica” and "Bol'nica" were written in
January 1921 when Belyj was in a Mioscow hospital. The typographical arrange-
ment of "Bessonica” is characterized by the now familiar disregard for the poetic
line; instead one, two or three words are frequently suspended at the left margin.
There is also no separation into stanzas of the forty lines. The effect is the accu-
mulation of end rhymes. Indeed, when lines contain more that three feet, splitting
the line at the caesura does not provide a rhyme. Other versions of the poem com-
bine these dangling words into regular quatrains of iambic hexameter, and the
poem is iambic if one ignores the typography. The significance is that in Posle
razluki, Belyj goes far beyond previous (and future) attempts to impose his own
order on the poetic line. The vision of "Bessonica” is one of days filled with
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doubts and nights of torment; "Mon, / Comaennem / VicriopueHneie / ITam, /
Momn / TomnennenM f Ucxkopuennwie / Houu..." The shadows and the silent Arab
hallucinated into existence in the corner are echoes of earlier fears in the nursery
of Kotik Letaev and Krefenyj kitaec. Thematically Posle razluki is a continvation
of earlier themes, while formally it is a new departure.

“Bol'nica” which was published in Epopeja under the title "Ase” was written
from the same hospital room, but the vision now is of Asja, already prefiguring
the predestined parting. "Mue BunHLILCA oIATE — / H3BHTENEHAS, — TH / Ho —
He g3BHTeNLHA, a xonongHa: 3a6eima”. And in his dream amid the sickness, death
and hunger he asks for his eyes to be closed by the disappearance of everything
that had been into the other world of non-being, Belyj was forever at the edge of
separate existences of the phenomenal and the other noumenal world. The poem
is an example of jambic hexameter, but end rthymes are less prevalent, an aspect
of the poem evident in the lengthier lines and the sparsity of one-word lines. The
typography of the poem varies little from the version printed in March 1922,
Belyj was already experimenting with the length of the poetic line before his
"encounter” with Cvetaeva; what is missing in Belyj's poems before Razluka is
the abundance of end rhyme,

The next poem, "Ty - ten' tenej" was composed in February of 1922, before
the final break with Asja and has traditionally been seen as an address to Asja (It
was first published in Epopeja I, 1922 with the title "Ase"). The word "ten™
(shadow) has special significance. After his return to Soviet Russia in 1923,
Belyj published in 1924 a short book of his Berlin memoirs called Odna iz obitelej
carstva tenej. The "kingdom of shadows" was the emigration. The poem is
stylistically intriguing in the placement of the lines. The original iambic
pentameter quatrain of the Epopeja version has been arranged into stanzas
alternating between four lines and two lines with each stanza containing two lines
of iambic pentameter.

Tr - TeHE TeHel. .. TeGa — He HazoRy, Thbi — TEHE TEHeH . .
TrBoe NHIIO — XCIOMHOS 1 31108, Teb4a He HazoBY.
IInuiBy TyOa — 3a ALIMKY THEH — 30BY Troe nu1o —

[a IWMKOH aHeif, — HeT, He Telq: Orllmoe, - XomogHoe H 3J10e. ..

While the new typography highlights such statements as "You are a shadow of
shadows", and "My soul ~ you are the light", it does not seem based on any need
to increase the amount of end rhymes. It does, however, disturb at least graphi-
cally the traditional iambic pentameter line of the first version. Meter and
"thythm" exchange places. This example confirms that poems written prior o
May and June, i.e. before the encounter with Cvetaeva, have far fewer rhymes
even when the typography imposes shortened lines and new enjambments, What
the "lost poet” reaches out to find and embrace is that soul of light, hidden beyond
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the pale of years and on the invisible boundary of space and time. In February
1922 it was still possible for Belyj to associate re-unification with Asja as the
necessary condition for his own re-integration of body and spirit. The poem is an
atternpt to restore through memory a brilliant gleaming past; it is not the harsh
indictment of "Asja" which had come from the hospital bed.

The next poem is the longest of the collection and is Belyj's ultiinate of shriek
of pain directed at Asja. "Malen'kij balagan na malen'koj planete 'Zemlja'" recalls
Blok's "Balaganéik", in which with remarkable foresight he caricatured the pain-
ful love triangle of himself, Belyj and Ljubov' Dmitrievna, Belyj's poem also
bears the subtitle, "To be screamed out of a Berlin window without pause”. The
poem begims with a drum beat "boom-boom" and an admission of unrelieved
SOrTOW:

Ceppie — HCTHIAKATIOCH; ILUIAKATE —
Het
Moun!...

The twenty sections of the poem are lean, crisp statements strung out over any
number of lines, rich in rhyme, rhythm and sound orchestration all used to create
images and a prevailing mood.

Hxs dmoreTonbix —
Tam —
PaccrosHmEHi —

MourHHI MaTHHOBEIX. HAM
MurorHs. ..

CmoTtpumM OpacieraMu
Hcubix
CrAHHl

Bap
KpacHocTBOMNEIA — HA YMEPKH

Hus.

The meter is dactylic and if one overlooks the lines and considers each stanza a
line unto itself the result is a fairly regular sequence.

___fl__;l__f"_
I__!l_'_"f'__fl
l__!l__)"__flu

f__’l___/lm_"f!
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The devision of the lines into full stanzas gives greater weight and emphasis to
each individual word and establishes additional end rhymes (tam-—nam). The
sound pictures of molnij—malinovyx nam migotnja (min-mln-nm-mn) and smotrit
brasletami (mitr-rtm) intensify the alliteration of nasals "m" and "n" and the "s"
and "z" recall Cvetaeva's own accumulation of sound devices as well as her own
image of "zemlja". Against this background of experience in which fate has united
them, this "quiet distance" is now the source of "quiet grief" and "sorrow". The
poet begs for fulfillment: "TTef / IIpocusnue cnagkoro ana, —/ 3onoTokapue /
I"apu / 3apu”. "T'oBopu, roropH, roropr / IoBopy xe —" he asks in Part V, "—
B roga -/ - I'ne — / Tlepeniedueaercs / Bona —/ — Tne - / — Tenn / Tuws / U/
Tema —/—Her /Hma / Na? / - Ceer / Mnn / Tema?"

And the indictment brings the charge of a lie in her summons — a distortion of
the spirit of life. "B36peisuu / 2Ke / B / Oun / Bonolo 3aeerusa! - demands
the poet, recalling Cvetaeva's own allusion to the river Lethe. This life of the
spirit is paramount for Belyj, and he cannot understand how this degenerate face
can simply ignore it all with the claim of simple forgetfuiness. In Part VIII there is
a sigh and a gasp of resignation: "Urto x? / Ecnu Tak cyxmeHo... — The poet
slowly staggers to his feet — "Bee pasmo", and he repeats the charge of lying and
asks again for the waters of forgetfulness and that his heart may gallop to the
starry abysses. Belyj becomes even more vindictive the "BeicTipeHHBIH ToXE©0"
becomes a "3no#t Kpyr" surrounding her and she leaves, now a "3:o# npyr",
without any satisfactory answer and the refrain: "W -/ - 4 - / — Hugorna ne
yoeuxy / TeGs —/—~ W -/ — CeBs / Henapuxky: / 3a/ Jro.

The meter changes in Part XII when the cursing and swearing begins, not of
Asja, but of that damned devil who has forever separated Asja from him and is
the curse of "our" pain.

TIpoknaTnif —
— ITpoKIATEHIH — NPOKIIATEHIN —
— ToT muaBou,
Koropnrii —
— B pa3msaTol oTuH3He
H3z Teepnn
Pastun
Hanm >xw3nu — B 6pLISHb
CmeptH —
KoTopbliif HaBeKH MEHS OTIeIII
Or
TeGa—
— YTo6R1 —
- .
— Henasuyen 2a 310 Teba —
H

— Cebs!
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The reference to the "devil" has been identified as Rudolf Steiner in the writ-
ings of Chodasevi& and Modul'skij. Belyj's feelings toward Steiner were mixed at
this point in time and the rejection by Asja, his inability to meet face-to-face with
Steiner undoubtedly soured the relationship. It would be incorrect, however, as
does Mocul'skij to see in this temporary estrangement a long term rejection of
Steiner and his teachings. Part X1 is a respite — from the cursing and the swear-
ing — to the wish for escape "to swim through the centuries” so that the Lethe
grant forgetfulness. The Lethe reference, at once a bind with Cvetaeva's own
image, also embodies the concept of a new life, a thought dear to Belyj, and the
promise of escape from the torments.

Part XIV reinvokes the devil who separated us. Stanza XV and XVI are con-
nected by an enjambment between the two: "Bee ynuno — / Haneko — / — Bee —
vHoe: / He To —/ O, nerko mye / Jlerko —/ — Bee — wBoe: / He 1o / ~ IloTomy
uro — / leads to the admission "Wemnakamucs — / - Quit / H nnagars— / —~ Her
Mogsr —" :

An alternation at once hopeful while still deeply disturbed occurs one more
time in Stanza XVII: "Betme e / My, / Jlio6emea nu / Met —/ — Jpyr / Ipyra!"
But the poet soars like a bat higher, higher, higher, where everything is simple,
all is different: where eyes open into the native, barren nothingness: "B et13oBe /
Teoem —/ Jloxs!... /B3Gpeany xe / B oun / 3a0seHue..." Belyj would write
to Cvetaeva: "Yesterday I put a cross on Asja". He had finally laid her to rest. In
the poem his heart takes wings like a martin to soar away from earthly trials.
"Boom-boom", the dram resounds again. It is finished — and it was. The pages of
Asja had finally been closed. It now remained for the poet to transcend the
experience and to continue in a life without her. Only a few months later when the
poem was included in Belyj's Stichotvorenija there is added the notation: "®op-
TOUK2 FaxyoneiBacTca. KoMHaTa HANONHAAETCA 3BYKAMU BECENIOTO [DKHMMA",
Dance would soon replace the song,40

"V gorax" is a return to more traditional poetic lines — four quatrains with
AbAb rhyme, but with a curious rhythm, closer to the logaedic, three stresses per
line than any of the other poems. When the poem was printed in the 1923 edition,
it too would be split into an additional number of lines, the primary purpose being
to increase end rhyme: '

1622 1923
Bsupaio B cephie TYMAFEL; , Bauparo
Paznuparo:; pyduie - 4 ... B ceprie Tymarmt;
OGopByT, KaK IIpax, — ypaCaHs!: Paaguparo:
Paz0pByT — B ropax MeHs, Pybume — 4,

OGopByT,

Kak mpax, —
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YparaHer
PazopeyT
B ropax
Mens!

From the abyss the poet rises to the mountains, where he invokes the image of
the ancient scald and his song. There at the altar stone he encounters the "byko-
rogij bog” who thrusts his horn into the breast of the poet's corpse.!

"Ja" to be sung to the accompaniment of a balalaika returnes to the theme of
music and the ultimate assertion the self. It is in some respects the last page of
Posle razluki. The irony, of couse, was that Cvetaeva's separation would soon
end with the arrival of her husband, Sergej Efron, from Prague. For Belyj, the
separation with Asja would end not with a reconciliation but with the complete
break of their marriage and their relationship. Trochees skip along dashing from
single words to brief lines in rapid succession. The fourteen sections are
sometimes no more than a pair of words, Part 2 is simply:

Imyxu-—
Hyxu!...

The search is for the spirits, the souls, for God. "T'ne — / Bw — / yxu? /
Toe -/ Bot — / Dymu?' / T'ne - / Tea — Bor!'-" Instead the moon looms threaten-
ing over the "zloe pole". Time is an executioner and the threads of events are
woven into a pattern of non-being. In this terrifying search for God in a world of
evil, we are confronted with the claim: "- 'Bora -/ Het' — / —'Bora - / Het!,.."
But the poet does not embrace the despair and hopelessness of existence without
God. Instead there is a new road to Nazareth, the road of the individual, of the
self. And then there arises a pillar of fire which bears the glad tidings: ""O10 ~/51
/C/ Bapm!"

Belyj can only be understood in the context of the mystery of Christ's passion
and resurrection, the way of the cross and the glorious rising from the dead. This
mystery of hope, of life after death, was for him the only answer to the unknown
and unknowable in this life. Belyj's rennification with God at the end of the poem
recalls the Christ of Blok's "Dvenadcat™ and restates the theme of resumrection in
Belyj's own "Christos voskrese", KrefCenyj kitaec and in passages Glossolalija.
In the 1922 introduction te "Christos voskrese” for his Stichotvorenija (1923,
349) Belyj wrote: "HpHSTHE DacIIsSTHA TIPECYIHECTBIAET TeMY CMEPTH B TEMY
BOocKpeceHUs; B 2Tol TeMe kaxaoe ' mum Ich cranosuTes I Ch. — moHo-
rpammoit GoxecrBeHHOTo ‘A", Critics and scholars have overlooked this essen-
tial optimism which emerges from Posle razluki. Yes, it is the product of a
wounded ego, of an injured, confused man. As poetry, as was all of his art, it
was Belyj's own tortuous path of psychoanalysis and therapy through which the
equilibrivm could be restored. It is the recognition that poetry affects this
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transcendence that is contained in the final poem, actnally a thank-you note to
Cvetaeva for her own poetry.

"ML Cvetaevoj” is the last poem in the collection and it replaces the dedication
which Belyj had indicated would have been difficult if not impossible to write: "1
am mentally dedicating it to you, and if I don't put it in an explicit dedication, it is
only because the book is your, it comes from you, [ can't give you what is yours,
that would be immodest" (CS, 139).

‘Hencamcnsaems

Op6GaTet cepefpsaHOro MPHCKOPOHS,
I'ne npazgaoMeicas

IloBHCTH —

Tyau...

Cpeny HEX

THXO 1010 CTHX

B neocsiaaeMele yronusa
Bammx o6pason:

Baom MOmATBEL
ManrHOBEHE MeTIOTAE
H- .
Henobe mumeie pETMEL

The poem is an ode to her songs which Belyj would make even more personal
by the addition of two "I's" in the version printed in Epopeja 1T in August 1922,
As we know, Cvetaeva claims to have been unaware of the poem until after Be-
lyj's death, somewhat strange considering that it is placed on a facing page to
Cvetaeva's own poem in Fpopeja IL. (see pp. 10-11) The poem has three stanzas.
It is a work of affirmation expressed in three negatives. "Neis€isljaemy" are the
"orbits of silver sorrow™ which the poet experiences. And among them and
clouds of idle thoughts he sings his own verse to the "neosjazaemye ugodija" of
her images, her prayers, her crimson melodies and “Nepobedimye ritmy”. (In the
revised version, these "intangibles” would become "non-demonstrable" nedoka-
Zuemye ones).

Belyj's own poem contains equally brilliant silvery images and his melodies
and rhythmn echo the irregularity of Cvetacva's own Razluka. There is no classical
meter, just a series of one to three stresses per line. The poet's message is con-
veyed by the frequent alliterations — the smooth "s/z" and "r" of neisGisljaemy
orbity, serebrjanogo priskorbija, prazdnomyslija, povisli. The third stanza accen-
tuates the "m" and "1" in "molitvy, malinovye melodii" and the "nepobedimye
ritmy” and the stressed "i" "moléitva" "malinovye" and "nepobedimye ritmy”, His
own melody is in fact an anagramof Marina andof Razluka.
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How did Posle raziuki differ from Belyj's earlier poetry, how great was the
influence of Cvetaeva? Three aspects of form stand out: typography, rhyme,
rhythm. The brief poetic line, the column and step-ladder arrangement are all
viewed as contributions of Belyj to Russian poetry dating back to his collection,
Zoloto v lazuri. Working on a revision of those poems, Belyj was undoubtedly
struck by similarities in Razluka. He would take his own work and Cvetaeva's
poetry to go one step further in typographical experimentation. The main influ-
ence of Cvetaeva was in the multiplication of rhyme. More than ever before, and
most notably in the poems composed in Zossen in May and June, Belyj con-
centrated the energy of each line in the end rhyme. Like Cvetaeva he frequently
used repetition of a given word to achieve this thyme. "Rhythm", the music of the
poems, was centered around this thyme. In spite of this experimentation, much
was very traditional, such as the sound effect produced by alliteration and asson-
ance. Typography often obscured the traditional meters which, while they escape
the eye's first glance, energe from reading or listening to the poems. Even so
there is a new intonation, a "stop and go" effect which counteracts the monotony
of regular rhythm. Both Cveiaeva and Belyj heeded an inner music of poetry.
Belyj had always been fascinated by deviations from meter to create rhythm and
had in bis poetry experimented widely. In Cvetaeva he found a refreshingly new
melody. It is also tiue that Belyj embraced her poetry because it echoed the very
melodism he was hearing at the time, in his own revision of Zoloto v lazuri and in
his Glossolalija. It may be prudent to speak of confluence or conjunction, rather
than influence of the one vpon the other. And the music of Posle razluki was only
a temporary.

For a brief period Belyj would place greater emphasis on rthyme than ever
before. He would take Cvetaeva's short line and use it to increase the number of
his rhymes. His attention for at least a few days was to sound, and everything
else could be sacrificed for its sake. In a few months Belyj would move from the
composer and the singer to dancer. In his introduction to these same poems now
called "Posle zvezdy" (1923, 471) he wrote "Mens BieweT Teneph K HHBIM
Temam: My3LIKa 'TTyTH TIOCBAILEHHS CMEHHIOCE I MEHA My3bIKoH ¢okeTpo-
Ta, GOCTOHA M IXKHUMMH; Xopowri mxesbany [sic] NpeanounTaIO 1 KOJIOKO-
naM INapcubans; A xoren Obl B GyIyllieM NIHCATE COOTBETCTRYIOMHE hORCTPOTY
eTHXH".

Thematically there was little that bound Belyj and Cvetaeva, save the fact of
"separation”. Belyj borrowed the reference 1o the Lethe, but seemed resigned to
the doings of the devil, while Cvetaeva boldly challenged the gods. She was
defiant, he was submissive, His chief image is the sunset. Cvetaeva defies the
night. He would take refuge; she would take to flight. She was free, But when
she finally let go of his hand, he was once again the “captive spirit”. Yet her
preference, her poems, her song had inspired his own song, had freed his spirit
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and exorcized his devil. Razluka for a brief moment restored Belyj to the poetic
brilliance of his youth Posle razlukd, after the separatlon he would never shine
again,
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which carried over until the two men met in Stuttgart for a private conversation
in March of 1923.

10 Asja was also in no hurry to see her husband even though Belyj's departure

1

—

was motivated not so much by a desire to leave as it was a need to see and
speak with Asja. "Mos MHDas, muas, Mamas, Manaa ngetouxkal Boxe Mo,
Io yero st cockyuuiucs mo Tebe...", Belyj wrote in February of 1920. They
had been bound together uniquely by mystical and spiritual experiences. "Coe-
OHHKIIA He PaTOCTh: BOTIPOC — TOT EMUHBIH, KOTOPLIA CTOHT TIepell KaxK-
aev: "Kax xkuTe?”, A, Belyj, Putevye zametki, T. 1, Berlin, 1922, 73. Belyj
described how in 1912 the two had experienced a mystical togetherness which
came to full fruition in the person of Rudolf Steiner, and thus the triangle
(Belyj's favorite form) of Belyj — Asja — Steiner. After his return in 1916 Belyj
kept alive the hope of a relationship with Asja. He refered to her with
tenderness (albeit paternalistic — she was ten years his junior) and harbored the
conviction that a face meeting and baring of their souls would restore the unity
between the two. His own expectations were in sharp contrast to those of
Asja. In her own mind the relationship had already ended before Belyj's
departure in the summer of 1916. "JInme B mocHeXHUe HeNeNH, TIPOMASICE ¢
TpONUIBIM, OH RHOBb 0Gpen crnokofictTeue. Ho Bepa B To, 9TO camoe
3HAUMTEIBHOe, YTO MBI TIEPEeXKIIIN, COXPAHUTHCH HENPHKOCHOBEHHEIM,
6puta Hagmomnena. OH 3To sHal Bynyiee IOKAa3alo, YTO U COXPAHSS €My
BEpPHOCTH, YOepeus ero oH He ¢cyMell" (A, Turgeneva. "Andrej Belyj i Rudol'f
§tcjncr", Mosty, 13—14, 1967-1968, 248). Belyj continued to send letters to
her and regardless of her perception, he intended to join his wife and refers to
her often. The best indication of Belyj's true desire to see Asja is in the
November 1921 letter from Kowno. (Vozdusdnyve puti, 5, 1967, 296-309).
After chiding her for the tone of her own letters, her lack of understanding of
Soviet reality and his accusation that "Th MOKHHYJNA MEHS B camoe
kpurayeckoe Bpema’ (309), Belyj nonetheless affirms: "TeGs nuuno a
raybeko 00K, HO 3Ta MofoBs — BCe 3TH rola DOCTABIANA OIHO
CIUIOLTHOE CTpajlaHue; H OT 3To Jo0BH — ‘HA TIPUBETA, HH orTiera." (307).

A. Belyj, Rakkurs k 'Dnevaiku’, CGALI, 53, op. 1, ed. ch. 100, 111/1-2.
Only recently has the Rakkurs been made available to scholars. I am grateful
for the complete cooperation and extensive access to the archival holdings
concerning Belyj's stay in Berlin at the Institut Russkoj Literatury AN SSSR
(Pugkinskij Dom), the Rukopisnyj otdel Gosudarstvennoj publi¢noj biblioteki
im. Saltykova-8Cedrina, the Rukopisnyj otdel Gosudarstvennoj Giblioteki im.
Lenina and the Central'nyj gosudarstvennyj arxiv literatury i iskusstva
(CGALI).

12 CGALI, 1782, op. 1 No. 73 quoted in A. Lavrov, "Rukopisnyj archiv Andreja

Belogo v Puskinskom Dome", EZegodnik Puskinskogo Doma na 1979 god,
L., 1981, 54,

13 A, Belyj, Odna iz obitelej carstva tenej, L., 1924, 63.
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14 1, Flejiman, et alii., Russkij Berlin 1921-1923, Paris, 1983, 222.

15 E. Gollerbax, "Andrej Belyj, kak myslitel'”, Literary Supplement #3 to

© Nakanune, May 14, 1922, 5-6, "lleno B ToM, 9TO TaK 5 IyMal ¢ Bexom no
JigHol BeTpedud ¢ HAM, CUHTAN ero mo3epoM, KpacHOOAeM, KPHBIRKOH.
VY IUBIANICS €ro TANaHTy M — HeroJOBAT Ha ero JierkoMmbpichne. K romko
BCTPETHBIUMCH IETOM MPOIIIOro Fofa ¢ aBTopoM "3nomes”, 1 HOHAI 10
KOHIIA, KAK FHATHTENLHA €0 JEUHOCTE"

16 "Poetessa-pevica" Golos Rossii, 971, May 21, 1922, 7-8. Reprinted in
Saakjanc, 1988, 374-377. Cvetaeva mistakenly gives the title of the news-
paper as Dni, which was first published in October of 1922.

17 See M. Cvetaeva, "Otrok", Epopeja, I, 1922, 7-10 and "Svetovoj liven™,
Epopeja T, 1922/1923, 10-33. In a curious coincidence Belyj's own poem,
"Marine Cvetaevoj”, appears on the facing page to her own "Vinogradny
ticetno v sadax rZaveli", Epopeja, 11,

18 G, Struve, "K biografii Andreja Belogo: A. Belyj i A.A. Turgeneva”, Annali
dell'Instituto Universitario Orientale, Sezione Slava, 13, Napoli, 1970, 63,
Belyj still refers to Asja as his "wife". "I dedicate this book to the one who
wrote it together with me, Anna Alekseevna Turgeneva-Bugaeva", Her con-
duct gave rise to rumors which Asja tried to dispel. "Dear Borja, from time to
time rumors reach me, that I have married for second time. I don't know what
you could think and say about my behavior for the outside world... For you I
personally repeat that besides the fact that I have no desire to marry, I could
unite my life only with a man, with whom I was connected by mutual interests
and mutual aspirations. In any case, anyone who saw me together with
K[usikov] could not have concluded that from my behavior". The letter was
published by Nina Berberova in Kursiv moj (Munich, 1972), 188, I is diffi-
cult to establish the exact chronology, but for a brief period Asja was seen in
the company of the poet Aleksandr Kusikov, who had arrived in Berlin in

-+ February 1922, Cvetaeva recalls that Belyj had seen Asja and Kusikov in a
cafe in June 1922,

19 R, Gul', Rossija v Germanii, t. | of Ja unes Rossiju, New York, 1981, 58.

20 The original letters are now housed at Columbia University's Butler Library in
New York, The letters were printed with some omissions in Mosry, V, 1960,
299-318 and VI, 1961, 319-341.

21 She incorrectly notes the date of the letter as November 4, 1923, but by that
time Belyj was already in Moscow. Her own letter to Bachrach was written on
October 4.

22 See Th. R, Beyer, Jr., "Belyj and Steiner: The Berlin Period 1921-1923."
Andrej Belyj Society Newsleiter, 6, 1987, 13—26 and " Andrej Bely's First and
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Last Encounters with Rudolf Steiner: Two Letters to Marie von-Sivers,"
Journal for Anthroposophy, XLVI, Winter 1987, 71-76.
2 "Cyetacva—Majakovskij—Pasternak." Novyj Zurnal, 95, June, 1969, 161.

24 Karlinsky (156-157) indicates this aspect of Cvetaeva's poetry as the key
element adopted by Belyj for his own Posle razluki: "A prominent feature of
Cvetaeva's versification beginning with Versty I is her predilection for additio-
nal and irregularly placed stressed syllabies, resulting in combinations not
always explicable in terms of traditional Russian metrics. It was this aspect of
Cvetaeva's versification that Vladislav Chodasevi& had in mind when he wrote
of her impact on the versification of Andrej Belyj in terms of Bely]'s use of the
spondee and the molossus (a succession of three stressed syllables)."

25 "Compound Meters in the Poetry of Marina Cvetaeva,” Russian Literature,
VIII, 2 March 1980, 112, See also his "Logaedic Metres in the Lyric Poetry of
Marina Tsvetaeva,” Slavonic and East European Review, LIH, 132, 1975,
330-354,

26 Hands recur as an image of Marina. Gul' (58) remembered her hands, and
Ariadna Efron (12) talks of her hands. Marina too was struck by the beauty of
Asja Trugeneva's hands (CS, 107).

27 The second poem is dated May 1921. Poem 3 is dated June 1921, Poem 412
June 1921, Poem 615 June 1921, Poem 7-16 June 1921, Poem 8-17 June
1921. It is a curious footnote to the whole affair that this collection was written
exactly one year prior to Belyj's Posle razluki, written in May and June of
1922.

28 Quoted by Saakjanc, 1988, 374.

2 K. Taranovskij, "Cetyrexstopnyj jamb Andreja Belogo", International Journal
af Slavic Linguistics and Poetics, X, 1966, 127-147. For a fuller disctussion
of this aspect of Belyj's career see Th.R.Beyer, Jr., Andrej Belyj's Real'nyj
Criticism, Doctoral Dissertation, University of Kansas, 1974.

30 Glossolalija was written in 1917, Belyj read excerpts from the work at an April
1922 meeting of the Berlin House of the Arts. Saakjanc (1988, 379) quotes
Cvetaeva in a letter to Bachrach "Benwiii ceoro Tnoccanomin' Harmucan mocie
moeit 'Pasmyku'..." Cvetaeva overestimates her own impact on the work
which had been written in 1917 and was already being revised in April before
her arrival.

31 A useful overview is provided in B. Christa,"Music as Model and Ideal in
Andrej Belyj's Poetic Theory and Practice", Russian Literature, IV, 19764,
395—411. Curiously there is only a brief mention of the preface to Posle
razluki and to the concept of "melodism”.
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32 In reprinting the review (Saakjanc, 1988) "nudnych” is replaced by "trud-
nych”. The reproduction of Belyj's text also contains several errors in the
representation of poetic meters. In the original article Belyj (or the typesetter) is
not always reliable. .

33 In the second line of the 1988 reprint "sbruja" (harness) is replaced by "struJa"
(stream) eliminating the mythological allusion. N

34 "Bessonica" was published in Zapiski meétatelej, V, 1922, 47. "Bol'nica”
under the title "Ase" appeared in the journal edited by Belyj, Epapeja, I, 1922,
25, which was available in March 1922. "Ty — ten' tenej" appeared in the same
issue on page 26.

35 " Hocne pasiayky HalTACaHa B 1IBe Hemel . .. B 1922 rony B IocceHe s IbITa-
KOCh TIPOIOIDKUTE IPABKY [300T0 B Na3ypPH], HO BMECTO Hee HA NepelBH-
FEHHSI CTPOK H CIIOB BHIPACTACT YacTh, CTHXOB, HaneyaTanHas B [locie
pazaykd", A. Belyj, "Zovy vremen: Vmesto predislovija", Novyj Zurnal, 102,
1971, 91-92,

36 Several of these poems would appear in Belyj's, Srichotvorenija, Berlin:
GrZebin, 1923, in the section "Posle zvezdy". Bely] revised one final time the
poems for his proposed Zovy vremen and Zvezda pod wrnoj. For a more
detailed diskussion of textual variants see J. Malmstad, ed. A. Belyj, Sobranie
stixotvorenij, 3 Vols. 1982-1984, Malmstad's work is indispensable for the
study of Belyj's poetry which underwent such extensive re-working and re-
organization. .

37 For an examination of Belyj's influence and a review of the literature on the
subject see Vjaleslav Vs, Ivanov, "O vozdejstvii éstetiGestkogo éksperimenta
Andreja Belogo, Andrej Belyj. Problemy tvorlestva, M., 1988, 338-366,

38 Karen Handelsman of Middlebury first brought this fact to my attention. BelyJ
would most likely be pleased by the comparison.

39 When the poem was published in Golos Rossii #1067, September 24, 1922,
6, the three lines beginning "Don't speak dead words" were omitted,

40 Tn fact Belyj did take up dancing in the summer of 1922. Many have
commented on his wild dance steps as symbolic of his mental degeneration..
The dancing was intended to be physical exercise as prescribed by his physi-
cian. Belyj remembers that when he left Zossen in July 1922 for a vacation in
Swinemiinde: "¥YcuneHEO 3aHEMAKOCh PUC-KYIBTYPOH: ... HAYHHAIO pagd
(PHC-KYILTYPHL YUHTECH (POKCTPOTY, IKHMMM, GOCTOHY, yaH-cTenny"
(Rakkurs, 114/1). -

41 Malmstad, III, 322 points to similarities between the first lines of the poem and
a quatrain composed in 1901 for Pepel.
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SHAKY NPEITMHAHYS B OPTAHNSZAITMI MOHTAKHON
KOMITQ3MITAH JINPUKHA MAPHWHDbI [IBETAEBOM

Crrxy Mapunsi IIpeTaceoli HpHACYILIA BHPTYOIHOCTE, PHIIHIPaHHAA OTTO-
YEHHOCTE — KAKHAOr0 CII0BA, KAKIOIC 9HAKA, BHIPAKAKIMUX TITYOHHHYIO
CYTh BellleH, KOTopas [aHa Yallle BCETO B NMpOIecce MOCTHKEHRHS aBTOpoM, B
JanmbHelneM xoTenock Obl ocTanoBUTLCA Goee NOAPoOHO HA CpelcTBax co-
31aHHA 00pa3a aBToOpa B Y3KOM CMBICIIE, TOUHee, obpa3a JIHpHiecKoii repon-
HH, a TIOCKOJBKY MBI oTiaeM cefe 0T4eT BO Beel CNOXKHOCTH M MHOI'0ac-
[eKTHOCTH 3ToH NpolleMi, TO OTpaHWYHMCS] aHATIMA0M JTHIUE SHAKOB Mpe-
nunanns (3I1) B HEKOTOPHIX IpoH3BelNeHHAX (HACKOINBKO HaM H3BECTHO,
BitepBhIe MEICIL 0 31, TRopAnGA 06pa3 aBTOpPA B IOHHAMAHHKHA STOI'C TEPMHHA
B.B. BusorpanobbiM, 6b11a Beickasana O.I7, Pessuuod (Pessuna 1989)), no-
CTPOEHHHX M0 IPUHOHIIAM TAKOH PARHOBHIHOCTH MOHTaXKHOH KOMIIOGH-
MY, KaK KuHocleHapuil (MapTeaHosa 1990).

"ITupoko TOHAMAEMEI MOHTEKHBIN IPHHITAIL, Kak ofluee CBOHCTRBO Xy-
MOXKECTEEHHOH Peyl, BOCXOISILEe B CBOHX HCTOKAX K CTPYKTYPHBIM 3aKOHO-
MEPHOCTAM BHYTDPEHHEH pedH, — XapakTepHast dyepTa IosTHKH XX B., IIpo-
ABHBIIAGCA BO BeeX BHIaX Hekycersa"(KobTyHoBa 1990, 24), BmusHue Bhipa-
3UTENBHLIX CPEACTR U CEMHOTHYECKHX MOMIENIeH KOTOPBIX Ha CIIOBECHOE TBOP-
9ECTBO CTAHOBHTCH B MOCIEIHES BPeMS IPeIMETOM NPUCTANEHOT O H3YYeHHS
{T'puropres, Cesepckadt, ®areesa 1993; Maprbanosa 1990; MonTax). B Ha-
YYHOH JITepaType y>Ke Oblila BbICKA3aHa MLICIE © HIIA30CTH KMHOCIIEHAPHA
nosauu (ToiasaHes 1974), B yacTHocTH cTuXxoTROpeHHsM H. Mekpenko (Ipu-
roprwer, Cepepecxas, Pareepa 1993), mnacTuueckmm obpasam lIpeTaepol
(Iyxxauer 1981). BosmoxcHa KMHOCIIEHAPHAS HHTEPIIPETAIIHS HEKOTOPRIX e
criuxoreopenyi ("Babymka", "Bopyr somma...", "Tloean" u np.), B KOTOPHX
doxyc BOCIPUATHA 0OYCIOBAEH TOUKO 3peHHS NHPHYECKOT0 CyObeKTa, AB-
NAICIeHCs OTPeIelA0IINM ¢hakTopoM oTGOpa H PACTIONOKEHUS Ay IUOBHAY-
ATGHBIX 3T€MEHTOR Kajpa, TOCIeIOBATCILHOCTE KOTOPHMX IAeT HaM MOf-
TEKCTHY HH(OpMAaNMo 06 SMOITHCHARLHOM COCTOSHHH BOCIIPHHHMAIOLIE-
r'o, ero MBICISIX, I[cﬁCTBH)IX, TaK KdK COYETAHHE MOHTAKHEIX cbparmcﬂ'ron
BCerya maeT He CYMMY, 2 IIPOH3BecHIE CMBICTIOR (DiineHirrrediH 1971, I,
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Pasbuska obInero MilaHa Ha KaAphl HiIH o0beIHACHHE HX B ONHY OOLIYIO
KAPTHHY, OPraHHJIAINA OMAHoB (GImskuli-HaneKni), pasrpaHuIcHHEe ToUeK
3peHHs, Tiepenada UyBCTBEHHEIX ROCIIPHAATHH (3PHTENLHAIX, CILYXOBHIX, TAK-
THIbHEIX} paciNieHeHHO HITH BO B3aMMOCBASH H T.J1. NPOHCXONUT ¢ TIOMOTILIO
311 (cM. 3amedarme C. DiineHmreiina 06 X HCMONLIORAHHH B ITOM KadecTHE
I'puGoencesim (Qitzeninrefin 1971, ID). OBYM ABRIAKTCA NHOIE OXHAM HI
CpencTs CO3TAHMS B XyI0XKCCTBCHHOM NPOH3ESIEHHH ofpasa aBTopd, a 310
"BHYTPEeHRMH CTEPKEHb, BOKPYI' KOTOPOT'o QopMupyeTcs BCsi CTHIUCTHAYE-
ckas cHcTema rporarelenud” (Buuorpagos 1981, 101), reps s cTHIE HHOM-
BHAYAIBHOTO TBOPUYSCTBA MOTYT GHITEH TpeoGpa3oBaHkl M HePeOCMBICTIEHH
sHaueHus naxe obmemareparypusix 3IT" (Buworpanos 1981, 25).

Jlapryeckas I'epoORHS PAaCcCTABIACT HMONHOHAIBHO-9KCIIPECCHBHEIE AK-
LIEHTH], IepeaeT cBoe CyGbeXTHBHOE BUIECHHE MHpPa, 06YCIOBIISHHOE IYIIEB-
HEIM cocTosiHAeM. CONepKaHHeM MOHOJIOTA MOXeT 6biTh onHcanne MeicT-
BHI B IIPOIECce HX "TIOKAIPOBOTQ" BOCIDHATHA B MOMEHT NPOHIHECEHHS, a
TaroKe BUICHHBIX PaHee KAPTHH, TT0][ BIHSHHEM ONpeIeeHHBX acCOIHMallHE,
dparMenTapHO BPOHOCANIAXCA Nepes TIa3aMu Kak BocioMuxanie, Yaine
BCEro TMPOHCXOTHT COBMEINEHHE STHX KOMIOIMOHOHHBIX ITPUHITHIIOR B
TMONACOGHITHIHEBIX TEKCTaX, H HAaTAOHLIH IPAMEP TOMY - CTHXOTBOPEHHE
"Benoe comHie H HASKKHE, HU3KWE TYYH..." OHO HHTEpPECHO ¢ TOUKHA 3PEHAS
He TipocTo 0Bpaza THPHYECKON TepoHHY, & ofpada ponesoro cy$HeKTa, TAK
KaK #aHo B thopMe BHYTPEHHET o (2 B HocHeIHeH cTpode 1 BHENHEr 0) MOHO-
nora ySutoro conuara, Ero monesKeHHeM B IPOCTPAHCTRS ¥ XOMOM aCCOLEA-
it o0yCNOBICHO NepeMelere (POKYca BOCIPHASTHA.

Beloe collHIe M HA9KHE, HAKHE TY9H,
Bpone oreponos — 3a 6e0H CTEHOIC — TIOTOCT,
H Ha rnecKe BEPEHHIIL COMOMEHHLX Ty et
Tlop epekNagMHEAME B YeNOBEIeCKHHA POCT.

DTo napleAPORAHHOE NPEIIOKEHHE, COCTOSILEE i3 Ga30BOM CTPYKTY-
PHI, IpeACTARIAIOMEH coboll CROXKHOE TIPEATOXKEHHE, J4CTH KOTOPOro ¢OB-
Ta7JAI0T CO CTHXOTBOPHEIMA CTPOKAMI M PasfielIeHHl BAISTOMH, 2 TAKXKe nap-
HEILTATA, IPHCOSTHHAIIIErocs K Hell Moche TOYKH ¢ IIOMOIIBI) ¢OK03a K.
[lepBast 9acTs GECCOKIHOTO CIOZKHOTO NIPEITONEHHS — HOMHHATUBHAZ KOH-
CTPYKUMS CO 3HATCHUESM IK3INCTCHIUK — ONMCHBACT ABA NPeAMeTa (OIHO-
pONHbIe TOAJIEXKAINHE), OXAPAKTEPH3cBaHHbe 20HTeTamMu. B dokyce sperus
BOCIIPEHHAMAIOLIETO — CONHIIE, 3AKPHITOS TYYaMH (IIOTOMY-TO OHO H GeJloe, a
HE SPKO-XKeNIToe), KOTOPHE HAXOHATes Oike K cyGBeKTy, TOCKOILKY OHH
"Huakne, HI3Kue". 3amATasd amech BapHaTueHa (Po3eHTans 1988), noromy
9TO CYIIECTRYET BOAMOKHOCTE BHIGOPA B MYHKTYAUAOHHOM OhOPMACHHH 110~
BTOPSAIOIIHXCS CHOE: Aeduc A 3amarad. [Tociennuii 3HaK oKasancs npef-
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TIOYTHTENLHEE, YTO CEABAHO ¢ BIMAHHEM IIHPOKOr'G KOHTEKCTA — KOHTEKCTA
cutyarnud (BarrwHa 1979) 1 HX pasnM9HEIM CeMAHTHYECKHM IOTEHIHATIOM:
CHOXKHEE CII0BA, HATIMCAHHLIE 9epes Aedyiic, NEpEealoT SHAYSHHE BHICIIGH
CTEIEHY MPOARICHHAS TPU3HAKA, 4 3T0 BCTYIHAO Ohl B TIPOTHBOPETHE € BBI-
CKasaHHHM paHee {[IpW TOJCTOM ClIo¢ HUIKHX TYY COIHIIA COBCEM He OhIIO
Obl BHIHO).

Brropas 4acThk 9TOT0 NPENJIOMKEHHA — HETOIHOE NpeIIoKeHe, MeX Iy of-
CTOATENLCTBEHHEIM H IONNCIKANIAM KOMIOHGHTAME KOTOPOr0 JIPH OTCYTCT-
BHH CK&SYCMOI"O IOIZKHO o0A3aTeIEHO CTOATh OITHHOTHOS Pa3neIIHTEIIEHOE
tipe (Banrzmna 1989). Ilonnexalnee oCI0XKHEHO €1I1E OTHEM 06CTOATENLCT-
BeHHHM 3I¢MEHTOM, MPaHHIE KOTOpOro ofo3HauyeHb HapHLIMH BLIAEIH-
TeJIFHLIMH THDE; TIEPBOES M3 HHUX CKA3BIBAETCH B OJHOM TIpobene ¢ TIpembi-
AYLIAM, ¥ Pe3yNbTATCM STOIC CTONKHOBEHH S ABIAETCA HX HaloxkeHue. [lo-
no6HEIe 06CTOATEILCTRA, BHIPAKEHHbIE HOPMOH KOCBEHHBIX NaneKeH, MOTyT
BMETh Pa3HOE TYHKTYaLIHOHHOe 0GopMIeHHEE (C COOMIOIEHIEM HepapXuH TIo
BOCXOIAIIEH: HOMNL 3HAKA, 3a0ATasd, THPE), U3 KOTOPHEX aBTOP BHIOHPAacT ca-
MOE CHIILHOE CPEICTBO AKIEHTYAIIHH — THPE. B pesynsTaTe 5TOr0 TPH CyIlle-
CTBHTEJILHHIX € HPBIIMCTHHL-! JHAYEHHEM, ABIIAKNITHEC ST CTATYaNnbHBIMH N0~
MUHAATAMEA KaApOB, OKAHIBAIOTCA pa3IeNeHHBIME JIBYMS THPE, I€M CO3-
JaeTcd BreudaTeHHe MX ONMHAKOBOH IIparMaTHYecKOoH IEHHOCTH — 3TO
PABHOIPABHLIE 3PHTENLHEIE IETAIM 00Iel KapTHHE (KOTopas oGpHcoBana B
9TOM NPEINIOACHHH), TaHHbIE KPYIHEIM ILTAHOM, CDEICTBOM OPraHHUZaLHA
KOTOpOre ABRNAETCA THpE. EcTH IBHDKeHME BIriafa B OpelbIRyLIIei cTpoke
HATIPABIEHO 110 BEPTHKAIH, TO B 3TOH — II0 FOPHIOHTANH, TAK KaK JHpHYE-
ckuit cy0BeKT IlepeMelnaeTCd B MPOCTPAHCTEE (BCTAET) H PaccMaTpHBACT TO
MECTO, T'lie OH HaxomuTes. K oT Toro, 4To 0HO 0KasLIBaeTesA IOMOCTOM, Tepoit
HCIBITLIBACT IIOTPSACCHNE, BCICICTBHE Yero ¥ MPONCXOIHT TIEPEPHIB B BOC-
TIPHATHY, BHIPa>KeHHHH TTepepLIBoM TIpenoxeHna. Touka B KOHIE TIPeso-
JKEHHA PasfieldeT €ro Ha IBe 4acTH: 0a30BYI0 CTPYKTYPY H NapleNaT, 9ro
SIBIIAETCA OOHHM H3 cniocofoB YKPYIHeHHA H300pakeHUA. Bydk Ha 3Tom
MECTE 3alatad, ¢nenyomee 33 Hel NpeIIOKEeHHE ABIANOCE OBl JIMIIE OYe-
penHEM KagpoM B PNy IPYTHX H JaKe MEHee JHAYHMBIM B CPREHEGHHH C
HHMHE [0 NPHYKHE BHIENeHHA ropazno Gonee cnabeim 311, mosToMy OH H
"mpoMenEKHYI 6p nepen rinasaMu” 6eicTpee, Todka 04eHE BasKHA 11 XapaK-
TEPHCTHKH 3TOI0 PONIEBOT0 CYyOBEKTa, BCMATPHBAIOIIETOCA B OKPYKAOLIINH
€0 HOBBIM MHD, THEe OH TIPHCYTICTBYET YK€ He B KadecTBe ero YacTH, a Kak
TIOCTOPORHMH HAGIIONaTenb (OH TOIBKO CMOTPHT, HO [OKA He CIIBIIIUT U He
MOJKET BIMATE Ha COOLITHA). ToYka B 3TOM ClIy4ae npugaeT OTPe3KaM caMo-
CTOATEILHOCTS, & ¢ IIO3HMINA IICHXOJIOr MY BOCIIPHATHS OCTAHABIHMBAET BHU-
MaHHe pelHIIHEHTa Ha IepeJaHHoA N0 CHX IOP YacTH ceOGIIEHMs, OTTATH-
Bas MOMEHT TIOJIaYH HOBROH HHGOPMALIMU ¥ MOATOTABIMBAS TAKHM 0GPa30M



136 Baneuraua 2Kunsnosa

K. OCMBICIICHHIO €€ BADKHOCTH H 3RA9uMocTH (cp. Habmonenue O.I°, PepauHo#
Hap "kBaHTyIOIIER" ¢yHKumeld XBOETOYHS, IIPaBLa, B HECKONEKO Opyrof
nyskTyanuosHOH cuTyanud (PessnHa 1981)); nparMaruyeckd e Touka B
ciryyae "aKTyaNHIALHHA CO3NAET 3MOLMOHAIBHO-3KCHPeCCHBHHIN. 2 dexT U
TeM CAMBIM' YCHIIMBAET BOBIEHCTBHS TEKCTA Ha 9HTAIOINErO, YTO HE xapax—
TepHOo Ins 3araroi” (Bapyimna 1983, 91).

IMapuennst nopakaet orcyTeTeHeM 3I1 B cepenane mpemmoxkeHus Ha $o-
He WX u300HNMs B IPeIIeCTBYIONIEM KOHTEKCTE, ABIIONIErocH BHYTPEH-
Hell NyHKTYalHOHHOH HOpMOI BeTaesckoro HauoesekTa. K atoMy apeMenu
yaKe COaJIaNach CIpeelleHHAd HHePIHT BOCTIPUATHS BHICOKOH HACHIMIEHHOC-
TH cTHX4 GYHKIIHOHAIBHO CAIBHEMY 311, M MX HaMepeHHOe HEHCIIONh30Ba-
HHUe co372eT PdexT OOMAHYTOr0 OXKHIAHHSA, S3TOT cBOeOGpa3HLIE MAHYC-
IIpyeM TreperaeT KPYIHEM IUIAHOM HepaCWICHEHHRIN 3pUTeNbHLIH ofpas, He
pacIafalouics Ha OTOENbHBIE TETANH, KaK B IPENLOYINGM MpeliioKeRnH,
XoTs Ged HAMEHCHUA NEKCHISCKOI'0 HATTONHEHWS PH IPYTOH 9CTeTHIecKOH
YCTaHOBKE MOMKHO ObLITIO GBI pasOHTH €0 Ha OTHEILHBE KANPHL ¢ TOMOLIEE
mmaaunyam,no»asropcxnx 311, ne DCTTaMOHTHPOBAHHEIX TOyHKTYalHOHHOH
HOPMOX.,

HTax, 3MOLMOHAILHOES COCTOAHAS THPHIECKOI'0 CYOReKTa IepenacTCs i
AMITIIMITATHO (HOCEMOBATENHROCTHIO IIONANaeMBIX B (POKYC BpeHU KAIPOB),
M SKCINIHIHTHO (XapaKTepoM WISHEHHS 3TUX KaJpoB, IPOA3BOIMNMEIM ¢ BC-
nons3osagdeM 311, Bropas crpoda -

W, meperecHBOMCH Ueped 3a00pHEIE KONbS,
Broky: mopory, fepesbs, CONJAaTH BpaaGpom,
Crapas 6afa — IOCHIIAHHEIE KPYITHOK CONEI0
YepHbi TOMOTE ¥ KATHTKH XKYeT H KYeT...

HPHCOENHHSAETCA ¢ IOMOIULK) COKIA H ; CIEAYIOLIHI 33 HIM IeeIPHIACTHRIE
ofopor nepepaet o6paa MeACTBHS, TOUHEE, TI03Y BOCTIPHHEMAIONIET0 CYOBEK-
Ta, a TJIaroJibHas eKceMa "BIDKY" CO SHA49eHHEM JPHTEIRHOTO BOCIPHATHA
BBOIHT paKkypc JupHdeckoro repos. Ilocne MBOSTOUMS HIET TepEYdCHH-
TENbHBIH PN, BKIFOYAKIIHA 00BEKTH, MONAJa0LIHe B 30HY BOCIIPHITHS JIH-
PHYECKOro I'epos, OOYCIORISHHOTO ero TOUKOH 3peHnd. OTHenbHMMY Mad-
KaMH HaOpocaHa Hellas KapTHHa: "JOPOT'H, IEPERbs, CONIATH Bpazbpom”.
IlpryeM 3Ta KApTHHA CTATHYHA, O 4eM CBHIETEIBCTBYET OTCYTCTBHE [JIarola,
a TAKKe TOT (paKT, 9TO CONIATHI HMEHHO Bpa3Gpoln, a He HOYT, He GpemyT.
Touka B KOHIE TOT'Q IPEUNOKEHHS OTHEIAeT Ga30BYIO CTPYKTYpPY OT map-
LISILITATE, KaK H B IpeIsaymei crpode.

B cnepyronieM MpelIOXeHUH THPE KCIIONb3YeTCs I TOKAIPOBOil moxa-
9y MaTepHana, Gyayds He OpeaycMOTPCHHEIM ITYHKTYAHOHHON HOPMOHN B
TMO3ALHMY. MeK Iy MIABHEIMA 9IEHAMH ITPSIHIOSKEHHS B 3TOM XK€ CTHXOTBO-
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peHEs. 3TO IPEIIOKCHHUE SBJISCTCA BTOPOH YACTHIO TAPNEILTHPOBAHHON
KOHCTPYKIIHH K cHadana maeT ofinmil mian (crapas 6aba), 3aTeM YKpYITHEHa
OIlHA ero JeTals (TIOMOTE), ¥ JIMHIE NOCHE 3TOrO "KApTHHRA 3alBUraIacs”,
HENAPOM IIaroil-cCKa3yeMoe HHBEPCHPOBAH H HAXOIWUTCA B CaMOM KOHIIE
TOpeNoXKeHNs, 4 00 STOI0 Ha3BaHbl 0THEILHbIE CTATHIHLIE IIpeaMeTh. Bec-
CMEICJIEHHOCTD B MOHOTOHHOCTD 2KHSHH NEpeNalTes MOMHBIM KOHTAKTHEIM
TOBTOPOM T'JIAr0JIA HeCOBEPINEHHOI0 BEIA C COIO30M H, OMUEPKHYTHIM MHO-
TOTOMHEM, KOTOPOE ABIAETCA HE TONBKO CHIHAIOM KOHIA NpeAIoKeHHs, HO
H 3apepIoacT KOMIIO3IANHOHHO TIEPBYIO 94CTh CTHXOTBOPEHHK S, '€ BRIpaXKe-
HEI IEPBHIE WICHE OITOIHIMY "HecnnuMoe/carnmMoe" 1 "Habonaemoe/
HeHabmomaeMoe", To ecTb I0 5Toro Obil GeasBydHEN Halop XApTHHOK, Ha
KOTOPEIX OCTaHABIIMBAICA B3IIAN CCPOER. CIICIIYIOH.IaH JacTk PeTPOCIICK-
THBHA, DTO BOCIIOMHHAHHE JIMPHYECKOr0 CYDREKTA ¢ TOM, 94TO OBINO 10 MO-
MEHTA DM, IIPHYEM OHO BKIIIOYAET B ce0sT H 3BYK, TaK KaK 3TH MeJbKaloLue
mepen riia’aMy Kanprul NEpenarT €r0 MHPOBOCIIDHATHE, KOT' A OH FCHI
TIONHONEHHOH XKU3HbIO. 311ech MHOIOTOUME SIBISACTCS ONHYM H3 CPEICTE Op-
FaHA3aIHA XY TOKEeCTBEHHOTC BpeMeHH H NPOCTPAHCTBA, CIIOCOGCTBYA 3THM
nepemade o6pasa MMPHIECKOrC TEPOs.

3puMas xapTHHa, H300paXkeHHad B IIpeXbInylleli cTpode, BEISLIBAET
E3pbIB SMOLIMH YBHIEBIIEr0 5T0 W M0GYKIaeT 0OPATHTECSA ¢ PHTOPHISCKUM
ponpocoM x Docnony:

Yem OporHEBUIM TeOs 3TH CepHIe XaThl, —
TlNocnomu! — ¥ O wero cTONBKYUM MPOCTPEIUBaTE Mpyab?

O cuNe ¥ HATIPSKEHHOCTH TyBCTB IDBOPHT BLIGOP JEKCEM, BEIIENCHHE BO-
K4THBA BOCKJIMIATENLHEIM JHAKOM, & TAK2KE He TOJBKO 3AISThIME, HO H THPE
¢ offienx cropoH. Hanugwe 3ansrolf nepen obpamienreM (BTOpYIO 4acTek I1ap-
HOH 3anATol B IOCTIIO3HLNA K 00pallleHHIO TOTJIOIIAST BOCK THIATEILHBIH
SHEK Kak Gonee "CHIBHLIA") He [TO3BONSET HAM HHTEPIPETHPOBATE 3TO CIIOBO
KaK BCTABHYI) KOHCTDYKIIMIO, DTO NPEIJOKCHHE CBSIBIBACT BOSIUHO TIpE-
NEIYIIYIC SPHTENLAYIO KAPTHHY H [IOCHEIYIOIHE PasMBILIICHHA O BoffHe,
O0paz "crapoit GaGp" GBI MOCTIENHHM TONUKOM, HOCHEeHeH KaNne#, mepe-
TonHuBNIeH Yally TepHeHns BOCIpHEHMaloINero. HapHcosaHHas KapTHHA
CTHMYJIEPYET TaNbHEHNING PasMBIIITeHHA. 3TO MPeIIoMeH’e — CTPacTHRIH
TIPOTECT NPOTHR GeCCMBICTIEHHOCTH BOHHDL, 3aTparuBalIneH Beex mMoneH: He
TONBKO CONZAT, HO M ux Marepel, IlosToMy cnoBo "cTONEKUM" 0cof0 BEIIE-
IAETCS B CTPYKTYPE 3TOrO TIpSIIoKeHH s, OHO BMEHIaeT B cefs Beex moned,
KOTOpHIX 3aTPOHYJa BOHHA, TIPHYEM HE TONLKO IPHHAMAIOUINX B Hell Hello-
CPEICTECHHOS YYACTHE H YOMTHIX M PAHCHEIX, HO H MIX POAHBIX ¥ GIH3KHX, B
TIEpBYIO O9epes — MaTepeH, 4bg FpyaL Obliia IpocTpeeHa HenaGhIBHOMN TOC-
KO, ropeM, ropedblo YTPaTH CaMLIX OIU3KHX doueH — pered (ubo gTo



138 Banerrara XKansioBa

MOKeT ObiTh Fopllie I MATEPH, YeM MepesKdTE coGeTeeHHTe pebenka?).
Cnoro "cTonskuM" Ha METPO-PHTMHYECKOM YPOBHE HE HECET CAMOCTOSTENb-
HOT'o yoaperus (croHmei). Clenyollee IIpe/IoXKeHAe —

TMoean 1polnen 1 3aBUI, ¥ 3aBBLIL COMNATEL
W sankimimn, saneUHn CTCTY AN 1Ty TE. ..

€CTh BOCIIOMHHAHYE O TOM BpeMEeHH, KOI'Ia OH ORI JKHB W XXHU3Hb ObLIa Ha-
TIONIHeHA 3BYKaMu, IBIbkeHHeM. OHO NepeHACHIIICHO I'IATOIBHEIMH JIEK.Ce-
MaMH ([IECTH K TpeM HMEHHBIM), VCHICHHEIMH IIOITHBM KORTAKTHLIM [IOBTO-
poM ("RanbinHI"), a TAKKe NOBTOPOM TIAreIBHEIX MPEeIHKATOB, OTHOCAIHX-
ci K pa3neM cyOnekraM. llepsast cTpoka IepelacT B OCHOBHOM 3BYKOBOS
BOCIIPHITHE, BTOPas — 3PUTEIBHOS, PHYEM HE ONHOBDEMEHHO, a4 B PaspHIBe:
COM3Bl H TIePelaloT BPeMEeHHY0 ITOCTIENOBATENLHOCTE NeficTerd. HHTepecHo,
9T0 TISPBast CTPOKA ITAET BOCHPHUATHE KAK OB CO CTOPOHEI: NPOE3KA0MAN &
BOIOIIIHHA o3, BOH COMTAT (HATHYHE TPETHETO NHLA MHOXKECTBEHHOT( JHC-
IIa, a HE TEPBOro HIM BTOPOro JIHMLE, JOKA3BAEST, 9TO CYOBEKT HE BKIOYACT
ce6s B MX UHCIO), 4 BTOPAs CTPOKA METONOM HATINLIAA MOIEIHPYET BOCIIPIs -
THE HAXONAIIMXCA B noeane. Tak Kak apTOpCcKas TOYKA 3PeHHs OPraHA3yeT
ECI0 XyHOXKECTBEHHO-00pA3HYI0 TKAaHb CTHXOTBOPEHHS, MOXKHO BKIIIOUHTE
BOCIIPAHHMAKOIIEro cYOheKTa B COCTAB Ye32KAIOMIHX COJAAT, KOTOPHE
BMecTe ¢ HEM BHIAT, KaK "2allEUIMI OTCTYNAIMH OyTs". Muororouue B
KOHIe 370 cTpodB epenacT BPEMEHHOM PasphIB, UTO JAST HAM BO3MOXK-~
HOCTH COOTHECTH €0 ¢ MHOTOTOMMEM B KOHIE BTOpoil crpodist. IlepBoe MHO-
roTO4YHe panyendeT TRIE PeYH — OIIMCAHHE H Pa3MBIIIIEHHE, 4 BTOPOE KPo-
M€ ITOrQ PA3NeNseT eme H BPEMEHHEIE [IIIACTEL: TIPOIIeIIIHG TIepel Ia3aMu
BOCTIOMPHAHHA TIPOIIONO K IIEPeXol K. PaIMBIILICHUIM B MOMeHT pevi. Te-
MATHYeCKH 3TO TPeNNIOKeHAE AENHTCH HA JBE YacTH! 3aKAHIHEAIOIIEECA
MHOT'OTOUHEM 3IPHTEHBHOS BOCHPUATHE (CHAYANE B MOMEHT NPOHSHECCHHS,
IATEM — BOCIIOMHHAHHSA, BHOBb IEPEKHBACMEIC B Hac'ro;mmﬁ MOMEHT) H
PASMEIIIJICHHES 10 3TOMY HOBOLY.

B nocneaneit crpode 3TOr0 CTAXOTBOPEHKA "aMomuoHamsHbE!" 311 - Boc-
KIMIIATeNbHEIH 3HAK CBAJAH ¢ Nepefadei cIBIMIHMOro, a He BHANMOI'0, KAK
npenpipyipe 311 (0 3HAYeHMH IS KHHOCLGHAPHS ONITO3MIKE "Habmonae-
moe-HerabmonaeMoe” 1 "cisluMoe-Hecnsinmmoe” oM. Mapresaosa 1990).
Eciy B ppennimyiiel 4acTH CTHXOTBODEHHS BOCIIPHHHMAIOMHI cyGHexT
TIACCHBHO CMOTpEJl Ha MHp M He BRICKAIEIBAIL SBHO CBOGTO MHEHHS, TO 3/€Ch
THpe B Ha4ane cTpodbl YKa3LIBAET HA IKCTEPHOPHBANMIO BHYTPEHHEH peun,
oopMIeHHOH Kak NpsiMasA pedb 0e3 BBOAJIIErO, Pelpe3eHTHPYIOMEro,
KOMIIOHEHTA (CIIOB aBTOpa):
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—~ Her, ymepers! Hukora He pomuTecs 6bl TydIe,
JeM 5T0T KANOOHEH, >KaNOCTHEIN, KATOPKHEIN BOH
0 yepuoGpoBHIX KpacaBulax. — OX, ¥ [I0I0T XXe
Hrummue conpatel! O, Tocrioni Gooke TH Mo}

BockIHIATeNbHEE 3HAKH NEPEfAioT B3PLIB PadHoOOPAIHEIX 3Moudi (1e-
pexon oT oIHOH K Apyroii ofo3HAYCH ¢ IOMOINLIO THPE MEXIY NpelJIoKe-
HHSIMH, SABIFOINETOCS B 3TOH HNoauuuH ycTapeBiinM (Illamapo 1974)) mo
TI0BOJIy BCET'0 BHIIEHHOIO M BCTIOMHUBIIIEr0CS; OyPHHIA TIPOTECT HPOTHB Hec-
CMHICIEHHOH BOMHE, HA KOTOpO# MHOHYT CONATH, coXaleHHe 00 YOHTHIX,
¢pemi xoTopeix ORI M caM aRTOP MOHONOTa (PoNieBol cyOREKT), H O TEX, KTO
noeT cefigac {3aMeTHM, ITO IO 3TOr0 Pa3fIeNTIOIETO THPE TICHHE BOCTIPHHH-
MANOCE Kak "BOH"), He JHAIOIIMX, UTO HX XJAET BIepeMH. B 3THX cTpokax
TpOpBIBaETCA CTPACTHAS KAXJAA JKH3HM, MACTEPCKH [IepelaHHAR IOHBIM
MO3TOM OT JIMIA OTHOTO M3 MHILIHOHOR TIOMHGITHX BO BpeMs TIEPEOE MHApPO-
BOH BOHHEL

B cruxorsopeHnH "Xody y sepKama...” (M3 IUKNa, TocksaimeHHoT o Codne
Tapsox):

Xouy ¥ 3epKala, Tie MyTh

H coH TyMaHAIIHIA,

51 BeITILITATE — Kyna Bam mryTh
¥l rue IppcTaHHINgE.

51 Buky: MadTa xopabns,

H Bo1 — Ha nanyGe. ..

Bl — B gpiMe m0e3na. .. oo
B BeyepHel xamobe...

Bedepane nond B poce,

Hax HUMH — BOPOHHL...
—bnarocnosnso Bac Ha Bce
YeTsipe cTOPOHEI]

TIOCTPOEHHOTO 110 IPHHLUNY KHHOCHEHAPHOH KOMITO3HINHY, BCE KPACKH pas-
MBITE], MYTHEL, TYMaHHEI M PaclIBEBYATEHI, TAK Kak B 3epkane — "MyTk: / Vi con
TYMAHAIIRA", CKBO3bL KOTOPEIE MBI BHIHM 3PHMBIE KAPTHHE — KaNpH, 3L16-
KOCTH OYePTAHAH YBUACHHOTO yCyTyGiAeTCA MPACYTCTRHEM hIMR, B npyrom
KApTHHE — BEYEPHUM OCBEINEHYEM, Ha (POHEe KOTOPOre YepHBIMH HATHAMME
BHIHEIOTCA BOPOHEL, Best TOCK/IMBAA H IPYCTHAA XKAPTHHA HABSBACT ITeUank K
Ha JIMpUYECKYI0 TEPOHHIO, B BOCIIPHATHE KOTOpOoH laHa KapTHHa ("5 BHxKy")
¥ KOTOpast TEM HE MeHee O0CBODOIKIIaeTCA HABCEr/ia OT 3TOT0 HABaKIIEHMS,
3TO CTHXOTBOPEHHE OYEHE ACHO NPEACTABIAET HaM 3PHTENLHHE 00pasbl,
nojasast UX Kafp 33 KaIpoM, Kax HX BHIMT mupliveckas repounss. "Kamepa"
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kak OBl JBHraeTcA BMecTe ¢ ec BarmsigoM. [ocne nBoeToYHA HAeT Uepedic-
AEHUE STH300B, KOTOPHE Pa3leNeHbl JETHPbMA MHOT OTOYHAMH, HI'DAIOIIH~
MK OI'POMHYIC POIIb B 9TOM CTMXOTEODEHUH, 3 HEKOTOPHIE B3 KalpoB BHYTPH
IeIHITCST Ha ele Gollee MENKHE ¢ TOMOIIBID THpPe KM 3arsToH. Borisiy uger
CBEPXY BHH3: CHAYAIA BHIHMM MauTy Kopabnd, motoM "Brl", 3aTeM namyGy.
2T0 MOX0XKe HO CTPOSHHIO HA JPaMATHYECKOE NPOR3BeIeHEe, KOI'la BBO-
IDHTCA KAPTHHA, COCTOSIASA W3 AECKONBKHX SBICHAHA (NpHEIMA TpobreHyis).
Crenyronpai xanp: "Bel — B 1eiMe moesma..." H kaMepa GepeT. HalbHUN IIaH:
"Tlona / B BeuepHei xkanobe..." C HI>KHeH YacTd KapTunsl ("BedepHye momns
B poce")} HepeIBHraeMcs OIAThL BBEPX; KaMepa yBeIIMUUBACT Iolle o630pa,
PACIIAPAA ¥ YKPYIHS o OTIENBHEIE JMEMEHTH, i Mul BrauM: "Hax aumm
— BOPOHEL..." 3T0 MHOr0ofipasye KapTyH | OIIYIEHAN HaHO BCero B OIECTH
CTPOKAX.

Heo6xoaumo TaksKe OTMETUThL BHYTPEHHIOK CTPYKTYPHYIO 6IH30CTh CTH-
xorsopenwii "Benoe commrie u Huakve, Hiakue Tyan" u "Xoay v seprana..."
BILIOTE IO caMortopTopos. HanpuMep, TOBTOPASTCA KOHCTPYKIHS "5 Brxy”
¢ NAThHeHIIAM NMepedncleHdeM o0 BEKTOB BOCTIPUATHA, A3 KOTOPHIX othopM-
IAIOTCH KaK OTASLHBG IPeAHKATHRHEG ¢IHARIE ("KATPH") ¢ TOYKOM HiH
MHOTI'OTOUHEM B KOHHE. CXOIHB M PEYeBEIC CTPYKTYpPH CTHXOTBODEHHIH,
KOI'Ia TI0cHe OIMCAHNA HIH [I0BeCTEOBAHHSA B JTHPHYecKOH KOHIOBKE IpO-
PHBaeTCHA roNoc NHPHYECKOH I'epOMHH, 0003HATeHHHIN TOIBKO THpe Ged
BBOJIAITE'0 KOMIIOHEHTA.

PparmenT cruxoTsopeHms " 6 xorena xuTh ¢ Bamn..." GykBansHo
MPOHH3aH THPe, KOTOPHe HCNONB3YIOTCS B cepeliHe Npe/IeKeHAs KaK 6o-
JIce CHIBHBIM IO CPARHEHHK) C SansATOH 3HaK, NOIBONAKMEA "pa3pecTH"
mallbIIe CIIOBA, H ITO BMecTe ¢ (opMOil eNMHCTBEHHONG YHCIa 060bman-
IEro WIeHs TpeAToXKe s YKAasEBaeT Ha PACTICHEHHOCTE BOCTIPAATHA:

TTocpenn KOMHATEI — OT'POMHAA HIPA3IIOBA HETKA,
Ha xaxx oM H3pasle — KAPTHHKA!

Po3aa — cepnne — xopabmm. —

A B eIHHCTBEHHOM OKHE —

CHer, CHeT, CHeT.

CrnocoffoM H300paKeHnd HATEPLEPa, HAXONAINErocs Nepel BHYTPEHHHEM
B30pOM MepOMHH, SBIAETCH IPHeM "HAINEIBA" — ocie obIero IilaHa JacTes
KPYITHEIN IITaH Rce GoJice MENKHX JeTanei: KOMHATA — BHYTPH Hee TedKa —
Ha Bell H3paalsl ¢ pRaTHIHEME KADTHHKAME, TICPeTHCIeHHE KOTOPHX TaHO
qepea Tupe. 3ToT >Ke 311 MeskIy NPeIosKeHHsIMH YKasblBaeT Ha KOHTPACT
MEXKIY CMEHHBIUIMMY KPYT OpYra KaJpaMmH, COMONOKEHHEe KOTOPHX CoaNaeT
OpHpailleHHe CMBICIA: Me4Ka ¢ HIOHMIIHYCCKHMH KapTHHKaMH Ha Heil
ACCOIHUPYETCH ¢ TEILIOM, YCTPOSHHOCTRIO XKuanu (dero v [{BetacBolt nourn
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HHUKOrJA He GBI7I0), a TIepeBo]] BIrNALa Ha o0HIIMe CHETa 34 OKHOM CRA3AHO ¢
ONIyIIEHBEM XONOAa, KaKk AYUIeBHOrO, Tak H ¢U3HYecKoro (4ro ycu-
JHBaeTCd [TONHBIM KOHTAKTHEIM TPOEKPATHLIM IIOBTOPOM JIEKCEeME] "cHer"), ¥
OT HeI'o He CTIacaeT Jaske TIeuKa.

Craxoreopesne "Tloean” NocTpoeHO Ha 0CHOBE KOMTIOSHIIHOHHOTO IPHH-
LRI MOHTAXKA, TIPHYIEM OTASNELAbIE KAAPhI MapkHpyIoTCes pasHuMHA 311, 9o
SaBHMCHT OT HX MECTd, 3Ha9HMOCTH, BHIIOIHIeMoit d)yHKIJ.PIH B COCTABE RCETO
XyIOMKECTBEHHOI O TEKCTA:

Hennas 1 gansme,
Jyma? Xors 66 B hOHAPHELA CTOK —
Or 10#1 aTanbHol danbim:

YanumwOTOK, TIEICHOK,

Munuos KaleHbIx,

Bonoc naneHEIx,

Yemnos, KNeeHOK,
O—ne-xo-ToHOB

CemeliHbIX, HIBEHHBIX

Cuactuii (kleinwenig!)

Basit mu kKodelHMK?

Cyurex, TONy:eK, MATPOH, HAHb,
HymHoecTd 60HH, GaHb.

IT0 CTHXOTBOPEHHE NPCICTARIACT cobfoll BHYTPEHHHE MOHRQIOT ITHpUYe-
cKolf FepOHHN, KOTOpas, 3RIABJICHHAS JaBHHOH "(QraramsHo¥ ¢ansim”, pe-
mas 1is cefs BOTIPOC MKUIHKE H CMepPTH, IPUXOAUT K BRIBOLY: "OTRET ONUH —~
oTKa3". 3pHTEIbHLIH 06pas YrHEeTAIOIHX 66 MeITodeH cO3IaeTCs] TepeducIe-
HHeM cIoBO(POPM MHOKECTBEHHOTO YHCHA, PA3AEIcHHBIX ¢ TIOMOIIBI) 3aMsl-
Toil. B maHHCH DYHKTYallMOHHOH CHTYalluy 9T0 HOPMATHBHEIA 3T1, camelil
cnabeill, yxasLBaonHi Ha TeCHYIO CBJI2b JacTeil. BasKHOCTE CEMaHTHKM,
HepeZapacMoli HMEHHO STHM 3HAKOM, BHIHA B TOM, 4Te [[peTaepa He crama
HCIOJIb30BaTE 3jeck Gonee cunbHblil 311, Hanprmep, HamoGIeHHOE €10 HHIH-
BHIyaTbHC-aBTOPCKOE THpPE, HMelollee APYroe 3HadeHHe. JlaHHEI ofpas,
YCHIEHHBH Jajiee napLeimpyoliel IperIosKeHHe TOUKOH, I0ONYepKHBALT-
csl © Ha YPOBHE METPO-PHTMHUECKOH (Ha doHe KaTpeHoB 3TOT cTpodoHN,
COCTOSIITHIT HI ECATH CTPOK, C Pa3HOH NNWHOH CTHXa CO31aeT Nepebod pUT-
Ma), puthMeHHOM (MX HeyperyIHpOBaHHOCTE 110 CPABHCHUIO ¢ YPETyJIMPOBAH-
HO¥ ITepexpecTHOH pH(MOBKOIT DKPYKAIOIIIEr0 KOHTEKCTa) ¥ I'padhadeckoi
(Tunorpadckoe pasmellieRHe TAHHOTO OTPE3KA TEKCTA ¢ GOMLILIMM OTCTYIIOM
CIIEBa, 9€M BCE OCTANbHOG CTHXOTBOPEHME) KOMIMOSMIHH, JTOT MPOMATHEIR
TlepeYHCIHTENLHLIA PALl HEYTIOPALCUEHHEIX NIPeIMETOB IPOHOCHTCS TIepeN
BHYTPEHHHM B30POM T'€POHHH BO BCE YCKOPAKILEMCHS TEMIE, O UeM
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CBHICTEIILCTBYET YREJIHIHBAMILEECH KONMICCTRO CIIOB B CTPOKE, KOTOpLIE
cOMKAKTCA MKy cofoll B CIITY 34KOHA "eANHCTRA K TECHOTH CTHXOBOI'O
pana" (TeieaEoB 1965). Bost 9ra masuHa pe3ko oOpLIBAaeTCH TOUKOIM, Kak 6H
NpeIBOCXHITAIONEH pelieHre TepOHMHH OCBODOIUTECA OT TAKEIOro
JKUIHEHHOTO I'py3a,

Ipemnocnentss crpoda — KyIbMHHAINNHS CTUXOTBOPEHUS - Pa30pBaHa
TOYKAMY (OTMETHM §0Jies HINPOKHUE BOIMOKHOCTH B3TOr0 3HAKA II0 CpaBHe-
HHIO ¢ 3angTol 1is ue'pqgaqn FHAYMCHHS Pa3bENWHEHHOCTH) M THPE MEX Y
KOPOTKHMH TaplelUMpOBAHHBIME H NPHCOETHHATEIIBHEIMH KOHCTPYKLIHS-
MH, COCTOAIITHMHA H3 OJIHOT0, JBYX, PEXKE — TPEX 3HAMEHaTe/IbHBX CIIOB:

ITmormankal — M orranet. ~ H kpaliaui xyet
B pyke. — Onyckato, — IToagao
Hepxatecs. — [namst. — OT CTONLKHX YCT
Verana, — FIsixy Ha apeafisl,

CocTOSHAE I'EPOHHH B HAHHLIN MOMEHT IEPENacTCs U CTHXOTBOPHBIMH
nepeHocaMit (KOTOPEIe ABMATCS TAKKE M OMHIM W32 CIIoco00B pacaneHeHNS
Ha KaOpsl H 9aCTO — CO3NAIT MOHTAXKHYI0 MeTadopy). OHE ACHonb3y0TCs B
KagecTRe erte ofHoro (Hapany ¢ 311 u anuHol mpeanoxeHAil) ¢pecTha coa-
HAHHS Xy FOKECTBEHHOMN BRIDAINTENRHOCTE M NEPENAdH HONATEKCTHOH HH-
opMarie o KpaiHe HAlIPSOKEHHOM H TParH9ecKoM COCTOSIHAH NAPAYECKOR
TepOHHH, CTOSIIIEH Iepel I'PaHbIO, 34 KOTOpol — "HCKOHHOCTR", H OHA mepe-
marueaer ec. THpe B 3Tolf cTpode — GYHKIHOHANBHO OY€HD HACHINICHHHIN
SHAK: MEXKIY IEPBHIMH TpeMs NPeIOXKeHAAME OHO YKa3blBACT HA TIOKAIPO-
BYI0 IONAYy KDYIHLM TINaHOM OTASITLEEIX NPEIMETOB, BHIXBATHIBASMEIX
BIISIOM THPHYISCKOR TeponHH. Bo3MoXKHO, TAKMM 06pal’oM MONEIHpYeTeA
"zamenncHHas cheMKa" GparMeHTAPHO BOCTIPHHAMAEMLIX €X' B TIOCIIEIHII
MOMEHT 3¢MHOH JKAIHH 00BEKTOB OKPYIKAIIEro Miapa (0TMETHM onpene-
NEHHYIO JIOTVIKY BK/IIOYEHHS ITHX O0BEKTOB 8 OKYC SpeHUA B OTIIMUHE OT
Xa0THYHOCTH B NpeXbiayinem orpeiBke). Clenyoliee oTHENSHHOE ¢ 1IOMO-
LIBI0 THPE TMPEIoxKeHAe MpeaCcTaR/ieT cofoll oNHCcaHWe repowHEN CBOEro
IeiicTBAA (KoTOpOE MaHO B Hpollecce €ro COBEPLUIEHN ), CEA3aHHOIO ¢ IIpe-
IOeIyInyMu Kagpame, Heofixoomumo TaioKe OTMETHTD BaSKHOCTD IS Pacyile-
HEHHOW 1Moxayd WHGOPMAIAH TOYKH MEXIY TPETHAM H YETBEPTHIM TIpE/-
NOXEHAIMH, KOTOD6IE ¢ TO3HIHUA CUHTAKCHISCKHX HOPM MOXXHO GBLIO OH
00 BeTHHATE B OTHO. JaNee CIeXyOT ONATE €6 MBEICITH, LIOCIK KOTOPLIX THPe
OTKPHBAET HOBHIA IIHKI, HO Y3K¢ B MHOM NOpPANKE: BHAYANLHO BOCIPHHH-
MAEMEI TIPEMET — MEICHE — JelcTRRe. AHATH3ApYeMble YacTH TAHHOrO
CTHXOTBOpEH#S ohOPMIICHb PasHLIMH 110 CHIIE SHAKAMH: 3AILATHIMH H THpE,
KOTOpEI€ KOHTPACTHO COLOCTABILAIOT CKOPOCTh IBHKEHHA KaJipos (B IIEpPBOM
ciy4ae — yGHCTPAIOTCA, BO BTOPOM — 3aMEIISIIOTCA), HX BHYTPEHHIOW GIIH-
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30CTh (XAOTHYHbIE KYCKH MITH IIOCHEROBATEAbHbIS, XOTA H JAHHIE KPYITHEM
THIAHOM, JETANH), YTO CBAZAHO ¢ PA3HLIM COCTOSHHUCM MUPHYECKOH MepoOHHR
B MOMEHT HX BOCHPHATHS (B NOCICAHNEC MHHYTH XKM3HH IIPH IIEPEXONE B
HHOE COCTOSHHE, HMSA KOTOPOMY — "HCKOHHOCTD", OHA ILITAETCH OCMEICIATL
ce65 Ha HOBOH CTYIIEHH PasBUTHA, YeM ¥ 00YCIOBIEH TIpoliece BrisaIblBaHuA
B MUPp H 3aMEITCHHA BCNEICTEHE 3TOT0 XYIOXKECTREHHOT O BPEMEHH).

B cosnanuu 06pasa MHPARECKOTO FeposA HIIH POEBOro cy0LEKTa B CTHXO-
TBOPEHUAX, OCTPOCHHBIX 110 KOMIIOIHIHCHHOMY IIPHHLIHAIY KHHOCIIEHADHS,
yuacTByioT 311 K4K YPOBHA NPERNOKEHNA, TAX B YPOBHA TEKCTa, OPraHH-
SYIONINE STOT MPHEM MOHTAMA B CAMBIE KYJIbMHHALMOHHEIE, TPArHIECKHE,
SMOIJHOHAIBHO HANpPsKeHHbIE MOMEHTE! BHYTPEHHHX NEPekUBanul, ueM i
ofycmoBneHa ¢parMeHTAPHOCTE 3PHTEIRHOTO BOCIIPHATHSA UM BHEITHEr O
mupa. JIg 3T0ro IpHBIEKAIOTCA Yame HOPMATHBHELIE (BaKHA 3HAYHMOCTh
HX CEMaHTHKH, IO2TOMY ABTOP HE 2KellaeT Mcnodk3oBars apyrue 311, 6onee
CHIBHEIE HIK ciiabble} $hakyirbTaTHBHbIE 3HAKH, NPENOCTABIAIONINE TIOITY
BOBMOMKHOCTL BEIGODA B COOTBETCTRMH ¢ TepeaBaeMbIMHA HMH SHAUCHU IMH
(rEpe - DBOETOUHE NPH OTHOPOIHHX YNeHaX, 3anarad — medHc MeXIy mo-
BTOPSIOMIAMHCS CIIOBAMH, THPE — Ja1iTasl — HOJb 3HAKA NpH ofoceblieHHbIX
YTOUHAKIIHX 00CTOATENRCTRAX, TOYKA IIPH IAPLEIIINMH — 3aTiATast — ITyHK-
TYaIHOHHHHA HOAER H T.I.), H HHEHBHIyaNbHO-8BTOPCKHE (THPE MEKIY
TIODIEXKAITAME U CKASYMEMBIM, MEXEY OTAGILHLIMHE TIPEJICKEHUSIMA H
Ip.), & TaKKE HX SHRYHMOE OTCyTCcTRHE. 311 HapAny ¢ OpyrHMH cpelcTBaMA
nepegaloT CKOPOCTh "IBMKEHHA KalpoB" U cTeleHb HX OANIOCTH MeXIy
¢000Ii, oCTAHABIHEAS HA HEKOTOPhIX BHHMaHHe (ITPH [APLIEMIIALHY, CerMeH-
TAIUH, TPHCOCHHHEHAH, GaKkyIbTaTHRHOM 000COGIEHAH, KOpoYe, NpH
moBoM NONIEPKHBAHAHN JHAYMMEIX BIEMEHTOB H TIOJAYE WX TAKHM ofpazoM
KPYTHEIM TIIAHOM), CO3JAIOT KPYNHHH IaH (IApHEIE M OJHHOYHLIE THPE,
CKOOKHM, MBOSTOYHSA H 3alATHE) — o6l nnan (daie BCero 3HAYHMOE OT-
cyrcrede 31}, yYacTBYIOT B OPraHR3aluH XyIOXKESCTHEHHOC BPEMEHH U
TIPOCTPAHCTRE, COSJAKT IMOATEKCT, TO 6CTh HECYT JIOFH9ecKYI0, CeMaHTHe-
CKY10, 3MOIHOHAILHO-3KCIPECCHBHYI0 HHGOPMALHI0, HATIPARIEHHYIO HA
coznanue oGpa’a JIHPUHECKOTo Pepos (MM poseBorc cybbekTa), TOYKA
3peHHus KOTOPOre H CEMaHTHKA, NepefiasacMas camumy 311, onpenensior ux
UCTIONB3CRAHME B TAKOM IIONCTHIC XYAOXKECTBEHHOHN JMTEPATYPBI, KAk
09344,
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Bnuzaber Mapxrorain

CTUIHCTHYECKHA ITOTEHITHAIL 3HAKOB ITPEITAHAHMS
HW/HNIIN HEITOCTAHOBKH HX

OTKAOHEHHE OT KAHOHOB: AISKIKOREIX, MpachiiuecKuX, MKOHHUSCKUX, HKaH-
POBEIX, PaSHBIX, LS HOCTHACEHNS Xy HOXecTBeHHOTO 2dhthekra - ornpoGonan-
HBI TIPHEM JILTEPATY PhI, BEITE MOXKET BOOBINE TIEPBUYHEI CTHMY I HCKYCCT-
pa. Tema DTofi CTATEY, OOHAKO, TOPAZAO CKPOMHEE BCTYITMTENLHOM (bpasky, ee
[IpeNMET - pa3sMECTUBIIMHICS I'Ie-T0 HA CTHIKE MPAMMATHKH ¥ Tpa(iuKH He-
IPMMETHBIA, TIPAMO-TAKK MAPTMHAARHEIN YUACTOK: HOPMEI TYHKTYALLMK U OT-
KIOHEHHs OT HuX!. MaTepHATIOM CIY>KAT TEKCTH HECKONLKUX GJIM3KUX ¥ He
CTONE GIM3KKX IPYT K OPYTY COBPEMEHHBIX PYCCKHX ABTOPORZ, KOTOPLIX PO~
me reero 6s0i0 6B 06 BETUHUTE [T0L HAYBAHKMEM MOCTMONEPHHUCTOR, He BOM-
IM B IPUBLMKY PYCCKHX IUTEpPaTOPOB OTHEKMBATHCA (HaBEpHOE, U3-33 MHO-
HKECTRA BITUMOHOB) OT IIPHHALIIENKHOCTH K 2TOMy HaMy 3. Buixon 3a npenenst
MUTEpATYPHBIX TPAIMLIKE HE cnyvyano ocofeHHO GOJIE3HEHHO - Bellb Peub
HIET 0 CBATAS CBATHIX POCCHHCKON MHTENIUIEHIIMY - BOCIIpUMHUMAaeTes B Poc-
cun. Moe nmoHUMAHKE MOCTMOIEPHMZMA, OFHAKO, OOCTATOUHO LIHMPOKO,
IIPEKIE BCETO KAK HOBOIO IO CYTH CBOEH NOJXONA K NUTEPATYPE, KOTOPLIH
CaM fABIIMETCA IPOABJEHKEM HOBOIG [TOCTYTOIIMHECKOro BUOEHMA Mupa. B
TBOPYECTBE MHTEPECYIOIIMX. MEHA ABTOPOR 5l BDTOT MHOH BITNAL UyBCTBYIO,
DTY HENIOKCPHOCTh TPATMLMOHKEIM OXKMIAHMAM 0o61ecTea OT 1105Ta - HCTIO-
BCHBIBATRCH M/HMIKM OUTH B Hafar, BUXKY OTKA3 OT "0NHMUECKOH MIABHOCTH
cnora" (Tanpnesckutt 1991, 227) u BcIen 32 TeM WPOHMYECKUH TOH, a IOPO
M CMEX, XOTE Obl CKBOSL clessl. Y konk ckopo onpeneneHHe newsGencHo,
MOXKHO IO KpadiHell Mepe HaSBaTh LIMTMPYEMBIX B JajbHEilIeM aBTOpPOB
TIOCTCOBETCKHMI MIIM, CaMOE TIPOCTOS: He-TPaguIHoHamcTaMy. TYT 3Ke oro-
BOPIO, YTO NPAMEHEHHE HOPMATHBHOM IYHKTYAIlMH CAMO ellié He JeNAET ab-
TOpA TPAIHUIUHOHANUCTOM, KAK HEHOPMATHRHAS JICKCHKA OHA ELUIe He Orpee-
JIAET eTo IPUHALIEXKHOCTH K "HOBOH", "npyroit" nuteparype. Iuanasod Ma-
TEpUaNa IOCTATOUHO MIMPOK - OT NMHPINecTBa 3HaKoB v [ennapus Airy no
MYHKTYALNOHHOTO aCKETH3MA TAKMX PAIKEIX, KaK Beeromon Hekpacos unu B
HOBEIX cTiXax Bukrop Kpupynun. Ilocepenine - Hopma, KOTOPYIO OEPXKUM B
yMe Kax thoH AnA KOHTpacTa.
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HosTUKa Xxaoca.

Havyars ke 4 xouy ¢ [layns Llenana, corceM He PYCCKOIO IOBTA, KOTOPEIA B
PACXOXKHX CIMCKAX MOCTMONEPHECTOB He yucnuTest. Ho rceMUpro uarecTHOS
ero cTuxorBopenue - "®yra cmepru” ("Todesfuge”, 1945) - mis Mens camoe
CHUIBHOE BBEIPAMKEHNe DYXa BpeMeHH, TOro caMoro mocTMOREpHOrQ Zeitgeist,
Hauano koToporo oGoaHaueHo ToroHMMaMit Ockexium, Konsima, Xupocn-
Mma, A ete "®yry cMeprr” oT BeeX Opyrux ctuxon lenauna oTnuuaeT - MonHoe
OTCYTCTBME 3HAKOB NpenuHanus. YTo 06 yoKace Hano MOBeCTBORATE (63 BoC-
KIMLaTenkHBIX SHAKOB, 4 BOIIPOCH 3a¥eM U roveMy 8 LlapcTee cMepTH pHTO-
pruns! - norerto, Ho Henan orfpachisaeT BOoGIe BCAKOE IOMHUECKOe YII0-
pANOUEHME, WHCTPYMEHTADHEM KOTOPOTO M ABIAETCA MyHKryauus. "dyra
CMepTH" - 3T0 YHCTOS OTHASHMIE, OCO3HAHME [IOJHOrO PacaNa, B KOTOPLL 1
SANSTHE CMEICTA BHECTH He MOTYT, fsnikonas ¢byra llenana - cuennenue of-
Pa308, CKPEIIIICHHBIX OITHOH NUITE CBOEH HCCOUCTACMOCTLIO, B IYULICM CIydae
- cBOel aHTArOHUYHOCTEIO. boNbille ueM K OpYTHM cTuxoTeopeHuaM [layis
Ienana o Helt MOXKHO cKadaTh crosamMu Ppanuysckoro punocogha Dvmanys-
nst JlerMHaca, UTO OHa BDKIETCS "HA IPE-CHUHTAKCHUECKOM M IPE-JI0THUECKOM
(kax @To cerolHs Ge3 comMHEeHHUs 00J13aTEMLHO), HO €We M HA Ope-
IeKYBPUPYIOLLIEM YPOBHE, BEIPasKas MOMEHT YMCTOrO OBIANERAHU.., [pyKo#i
apyroro® - B.M.]" (Lévinas 1976, 60, 1988, 57))

JlurepaTypHasd BKOHOMHA I: MHOrOTOYME. .

- TPANHUMOHHO U IO [PABUIIAM OHO HPHHYXKIACT K [Ay3e WIH CIYXUT
CUTHAIOM YMOJYAHUA HETIPUIBIIHA WK CIIMIIKOM SIBHOM BPOTHKE (XK..., T...),
PyHKIMA, KOTOPYX B HOROH NMTEpaType ¢ HEKOTOpoll MINeRKo# B agpec
ypucTob oOwIrpuBacT, Hanpumep, Eprenuit llonoe B "KnymGe upeton™:
[Pacc;casqmc OITHCHIBET, KaK ¥ HEro HECTEPIINMO Gonm yxo] "Ox xe Th
.......... TN 711 L i ic
HEI2 HELISHSY PHbIG BRIDAXKEHMVA, IPAKTHICCKH BCE, UTO 5 3HAK M3 BTOH 9acTH
PYCCKOTO A3BIKOBOrO criekTpa).” [Becero Touex Ha qee ctpoku. - D.M.] (1989,
117) :
Ho, KOHeYHO, MHOT'OTOYUE JTABHO YK 344BUJIO U O CBOSH XY HOXECTBEH-
HOI [MOTEHLIMH, [nepenapas B KOHIE OOBTUYECKOM CTPOKH JATYXAHHE MEIIOHN
CNOBA W erg BMOLMOHANBHEIX koHHOTAIMHA: "H saps, zapsal.. "Muorotoune
BTOR CBOSH CTHIMCTHYSCKON 3a0auil He [IOTSPAIO, OHO CIORHO TAY'34 ~ AN
BIrIsAOa B HUYTO, KAK HanpuMep, ¥ Trmypa KuGupoea B mocnemuux crpocax
"IlocnecnoBus K kaure ‘O6mue Mecta’”. Ha drone mpepsiayweit HopmaTus-
HOM TIYHKTYaUKH CO MHOXKECTBOM SHEPrUYHBIX THPS H BOCKIMLATEILHBIX
3HAKOB MHOTQTOVUS IPH OJHOH €NMHCTBEHHOW 3aBeprnaiolneit Touke
SIBCTBEHHO [IPOSIBILTIOT CBOH MUHOD,
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[...] B mycTOTE

He B o0KIe

He B obHIe

B TEMHOTE

B TEMHOTC

HO K 3Be31e

K TOM OTHENBHON 3pe31e

B HYC'I‘O'IB B TEMHOTE
YCTPEMITAIO S RAMIIAT,
YCTPRMIISIIO S B3I X
YCTPEMILAIO 51 B3TJIAN CBOM
cpenk HOYUH . . .

BbITpH O4dH ...

BBITpH COIIH., . .

EBITPY QUM (1993, 19)

Vxe Mapuna IlperacBa "ITycToTy" MHOTOTOUMS HArpy>XaeT CIyOoKHM
CMEICTIOM, ZACTARASIS YMTATEN JOBECTH IIOBTHYECKY IO MBICHTH IO KOHI1a. M3Re-
ctaoe "Tocka no popuse! HasHe..." (1934 r.):

Besx moM MHe Uy, BCSIK XPaM MHE ITIYCT,

U BcE - paBHO, U BCE - IMHO,

Ho ecnu o nopore - Xycr

BeraeT, ocofenno - pabura. . . (1965, 303)

Jae cTuancTHyeckue (PYHKLIME MHOTOTOUMS MPOUNTHIRAIOTCS B CHHOHMMIIU-
HHIX HeMeLKMX HauMeHopaHUAX: Gedankenpunkte unm Auslassungspunkte,
JOCIOBHO. TOUKHM MEICTH M TOUKH TIPOITYyCKA. B cylnHocTH ®TH B4 acmieKTa
ofsenuHEeHB B ofHOM. B nosTie NponyckoB, XapakTepHo#l IS TOTO HOBO-
ro, 0 KOTOPOM ¥ Hac pedb, IPEcTHIK MHOTOTOYMSA JOJDKEH CYIIECTBEHHO Io-
BBICHTLCS, Pacliupsiercs ero BIONHE MOCTMONEPHUCTCKOES NIPEIHABHAYEHNE
OBITE He TONBKO NTPUEMOM HEeJJOTCBOPEHHOCTH M HE3ABEPIIEHHOCTH TEKCTa, HO
¥ TpeGoBarueM GOnbIIelt TROpUECKO akTHBHOCTY OT YMTaTeN1. Mapuna Ky-
AMMOBA

CMepTEI0 CMEPTE He TIONpal,

A 3arHyncd - Tak 310 308BeTCA. [...]

He mocTiics, npemo6sl TBOPUT,
3y6 uMen Ha GoraToro Kyma,
T"oBopun, ropopys, rosopu

W we gymam, He nyMai, He TyMail.

OnpasoaHus HeT , . .
Hy, a ecii BO3MOKHA YTEUKa,
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H B HopeiAmuii 3aser
HoBEnit MyYeHIK BCTABUT CTORGUKO!

- A m, Tocmony, k1 -

KnoyH cpasy 1 Genslit, ¥ peokpiil

A BeQs HE HATOXKEIT

Pyx Ha ropno ceGe! A Bens BEDXMN! (1990, 29)

Kazanock OB, TYT Ha MECTE TPEX TOUEK MOXHC GBINO 0XKUIATE MHOFHR 3HA-
KOB - BOCKIMIATENBHOr 0, ROTIPOCUTENLHOTO, TUPE HaXKe, HO He MHOTOTOUHS,
QOmaxo oHo, N36erasn p30yAOPaKEHHOCTH BOCKIHIIATENRHOTO ¥ M3MEHEHM A
PUTMA IPH TUPE, OJHON CBOeM 3BIGKOCTHIO NyUlle ROTIPOCHTENLHOIO OTChI-
JIZET BONPOC K 9UTATENIO.

MHuoroTouus (TpY IITYKY HO NPABHIIAM), KOTOPBIE UBHAYANEHO YIKE HECYT
GONBIIYI0 CEMAHTHUECKYIO HATDY3KY, ueM uHbie Baakn (UsaHosa 1962, 15),
U3 112y 3-HEJOMOIBOK MOTYT Pa3PacTaTLECH ¥ CEMABTHYECKH HATIOMHATE OTIpe-

nenesny® yacts Tekera. Tak y Tenpuxa Canrupa s "Boitne Gynymero™
(1958-1962 rr.):

I I A R R RN R T I IR IR

Kup!?! ST 1989, 20)

MHEoroMuOroTOUUS U JBa CIIOB4 - TOCTATOUHO ‘Iepﬂblﬂ IOMOpP. HPOHHA
BMecTO Imahoca, TOUKM BMECTO OTIMCAHMA aICKHX MK 110 Hepormmy Bocxy.,
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BﬂMBThTB, HCKAsA DCTETUIAINA BCE KE COXPAHASTCS: TOUKH IIEPERAIOT ONIpe-
IEJIEHHEI PUTM, 3aMETHBIH M rpathuIecky - Kak 6bl NOSTUUECKHiX Kon: 6, 66,
54, 12, 6,42, 36, 30, 18, 12, 6, 18, 12, 6, 6, 42, 48, 42, 36, 30, 66, 48 - 1 kax-
lI0e UMCHO AENHTCA HA LIECTh, 4 MIeCTh - YHCNO AlOKANTMITTHYECKOS.

Hocratouso éMku MHOTOTOUMS ¥ ¥ JIkea PyGunintefisa. Mano Toro, yto
OH pa36UBACT CROM TEXCT IO KAPTOIKaM, JIOCTHAT ast MAMEHEHHS "IIPUpPONH XYy-
IosxcecTBEHHOH 0GPasHOCTH: BHIHECEHNE 66 3a rpaniub Tekera." (Aizenbepr
1991, 114), oH CROM KapTOUKHM TO ¥ JEJI0 3AITONHAeT MHOTOTOUMSAMHM (HAITP.
"Bee maneiie ¥ ganeiie” 1991a, 81, 82), npeanaras YMTATENIO BMECTO CMBICIIO-
BBIX NIOBTOPOR JOTIONHHUTENLHBIE JIAKYHE! IS 3TI0JHEHIA B HEKOEM Npenro-
naraeMoM cuieHapun. B HoBoM Texere PySuumTetina "Menapxonuyeckuit
amBoM" MHOTOTOUMS - PASHOM NNMKHEL - "OTKpBIBAlOT" KapToukit: "46. Hpoc-
TH, TIPOCTH, YKe crhaTe mopa - 147, ............ gyecTBO 1148, .. .........
urpa Il 45 Ho He wurpa sa nonmxenue | 50. ......... Gea nperpax [...]"
(1994, 115). MuoroTouns nns OGeckpaiiHEro paciiMpeHUs PeUeBOTQ IMpo-
CTpaHCTBA. '

3HaK HA BCe BpPEMEHA: THDE,

Tupe, B rpammaTtiike Antoda Bapcona (1797 r.) HazpaHHoe "MonrgaHKo#",
KoTopas "HavaTyIo Peyub NpepuiBacT 160 coBceM, 100 HA MAJIOE BPEMST IS
BHIPAXKEHUA XKECTOKON crpacTH, 1160 Oisd NMPUrOTOBIEHMS YUTATENA K
KaxoMy-HUGY b UpeSBRIYARHOMY MIM HEOXKMIAHHOMY CJIORY MIM OeHCTBHIO
B nociaegcTrre” (uuT. no: Meadora 1962, 13), - a1y pons MOTYaHKU-yMONYa-
HUS NYUIKHHCKOR ITOPE! B PYCCKOH MOB3AuK HOTEPANO, YCTYIIHE MECTO MHO-
rotoymo. Ecau B NPUIOOKEHUN K HeMEeNKOA3kIYHON mossuu o Tipe (Gedan-
kenstrich) rosoputca Kax o "cepbesHoM 3HaKe", 0 "HEMBIX THHWUAX B IIPOLI-
noe", o "MoHMKeHHH romnoca 1o ckopbuoro momuanus” (Adormo 1958, 165), o
“mpoH3uTENbHOM THpEe yMonkanua" (Dischner 1982, 56 - o Hennm 3axc, [Tay-
ae Henade, gp.), TO ¥ PACCMOTPEHHBIX MHOIO PYCCKMX [TOBTOB PONL YMOJKA-
HHSA OCTANACE JTHIIL ITPHMEHHUTENIENO K METPUKE CTHXA, TO €CTh, 0115 MOHY M e
HUA K 1ay3e, Oy TopaKymell yuTaTeNs BHE3ANHOMN NepeGuBKOH pUTMa, HeMy
nyqinyit npuMep oAt Mapuna IlpeTaena, ooSine Gonbuioi Mactep B os-
THYECKOM OCBOEHMM 3HAKOB IpenuHanvs. THpe oTMEUaeT Nayay, ¥ B DTOR
UMOCTACK THUPE ¥ TIORTOB ~ O YHCTO I'PAMMATHYECKOM (DYHKLMMY He MOBOPIO -
oBopaunBacTCA IHAKOM MHOI'OBANIEHTHBIM, YHHBEPCANLHBIM, HGO OHO PHTMU-
YECKH HAMHOMO CHITLHES 3anaTo# 1 ¢BOSH CrIOKOMHON [IATeTHYHOCTEK) RITON-
He MOEeT 3aMEHHUTD M JeBANbBHPORAHHEIN BOCKIIMLATEIBHBIA JHAK, U CITHIIT-
KOM THX0€ JpoeToqne. OueHb yOequTENLHO CTUNHCTHUECKAS CUIIA THPE [1pO-
ABJIACTCA TOT IA, KOT'JA CHO 3aMEHAET APYIrMe 3HAKH, HE NCKITI0YAA 3aNaToN.
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H pgocrarouHo B crpothe Muzania AitseHOCpra BMECTO THPE MEICIEHHO T10-
CTABUTE HOPMATURHEIEC TROSTOUMS], UTOOHI SICHEE YOIBIIIATE PE3KMM PUTMIdE-
cKUi (HesypHbIi) cGol, HeKIl SHEPreTHIeCKHH Japa:

..M, K&K BEPHO 3aMEJEHO,

OBLIO - CONHLIE CBETHNO, SHLIO - JOXKIE MOPOCHUIL
Tax xazanoch BCera, UTo NPOCHTE-TO M HEUETO.
Bor nostomy s HUYETO HE IIPOCHL.

[...] (1993, 134)

U B uepenoBaHME ¢ MHOCOTOUMEM THPE 3aJ4eT SHEPCHUUHLIA DUTM - M
cmeici. Boamamup Camumon:

[...] Bo pceit Beenennoit - Hu aymiu,
Homxuo OniTh, maxxe bor,
TBOPAUMEL TOARKEH CBOM

B ITYCTEIHE ~ OUHOK.

CryuaiiHo#i BcTpede - He OLIBATS.
Ho eciu - vHOT Oa -

TIECOK CKPHITHT, LY PIITUT TPasa,
B PYUbE XKYPUUT BOAZ . . .

Yo ogHauaeT BeTepoK?

JINOIE TOK BOBRYIIIHLIX CTPY?

A B CEpILE - HOX, a ITYJIO - B 0T,
aBryou - mouenyi?! (1994, 76)

Buxrop Kpueymin B mukie "Cruxu nera 1993 r." coxpaHseT TONEKO 3Ha-
THMBIC SHAKY: BOMPOCKTENEHBIE, 1Ba BOCKIIMIIATENEHEIX, Tpu BATSTHE JUIA
CMBICIIA, MHOTOTOUMA M PUTMYIOIIKE THPE:

* * L]

TIOKA HE TI030BEM

TBI K11 - TI0KA COBCEM...
M THI HH KMB HM MEPTB
TIpH MMEHH CBOEM

HA TIePeKIIMUKE JKEPTB

M A HY MEPTR HH KB
MOA MAPIIESBEIH MOTHE -

CTOWT AK OH B YIIax

IABHO YK OTCIYKHB

CBOH CpoK CROH cTpo#t CBOM CTpax
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JIEXHT U CPSIN HHX
YCTABHMBLIN B 3EHUT
susanue thangap
CHAHBE pPagyHsil -
GeTxoBeHCKUiE ynap

TaM 232 TIyX0# CTeHON
¢punan ero Cepemoit (1993, 161)

A Bceponon Hexpacos 13 BCEX 3HAKOR TONBKO THPE M JONYCKACT B CBOM
cTuxy. Benn xe onats odparureea K Iy PyGuumTeiiny, TO OKasLIBaeTCA,
YTO K B CBOCH HEIOCPEACTEEHHO TPaMMAaTHYECKON (byHKIMHK "pasiencHus
JIAY, PA3rOBAPUBAIOINUX, 4T00 He UMETh HYMKIE MMEHOBATEL MX TIPU KaX Koit
nepeMene b IpomoinKarouemMes pasroeope " (bapcop, nut. no: Mearopa 1962,
13) Trpe MoxeT GHITh HCTIONE30BAH0 KAK ITOSTHYECKMI IPHUeM: ITIOMEIeHHOE
B HAUaiie # B KOHLIE KAPTOUYHBIX CTPOK, OHO CYLUECTBEHHO YORICTPAET Kenae-
MBI pITM KAPTOYHOTO MHOTOroNockA (1994, 112-119).

JInTepaTypHas sxoHoMust Il Touka majacT TOH.

"Iayxasa Hous. Mockea. Mions 1937-ro. Touno dawrom apmeiickuii numy-
3MH BKaTHI BO AROP Gonbiioro noma, 3acThul. M3 muMy3MHA BEILIEN KOMAaH-
napm. Ero mano GeccrpactHo.” Do mpo3a: Imurprit Jo6pomees, Hauamo
MuHuaTIOpH "BoiiHa oxonueHa" (1993, 24), IlonHoe noBepue ¥ wATaTENId,
KOTOPBIH [IOHMMAET cHrHamm: "1937-it", "nuMysun”, "Gonsmoi gom", "xo-
maHpapM”. OnucaTeIEHOCTE U3MMIIHA. CrieHa othopMIeHa, MOXKET HAUMHATD-
¢ paMa, CTOJIb JKE KPaTKas, KAK K TpariJHasd.

T'osops 0 TouKe, TPH RCEM CTPEMISHHM HE MOBTOPATL MIBECTHBIX LIMTAT,
HenpaAa oGONTH 3HaMeHuTee onpeneneHue Mcaaka Babens: "Hukaxoe xenezo
HE MOXKET BOATH B UEIOBEUECKOE CEPALE TAK NeJeHAIIe, KK TOUKA, IOCTAB~
nennan soepema” (1957, 250). Touka DUXTYEeT NPOTOKONLHBINK CTUIL: €CTh
TEMLI, 0 KOTOPBIX aACKBATHO HANMCATL 0GCTOATETHHRIME nepHonamMn, ¢ rpy-
HATOMHLIMH, JIPHYACTHLIMH OGOPOTAMH WM MHOI'MMM, MHOTHMH SIIMTETAMM
HEBOZMOMCHO.

$Iu CaTyHOoBCKUH:

A Mottia w3 bepauuesa.

A MotisGep.
A, moxxeT Gbite, PajiamaH.

T'uu36ypr, MOXKeT GbITh.
b BoR (GTTVE) §:31%10(0)

OKKYTNAHTCKIM raliHaM,
Mens zakonanm B FAMHY 3aM(HYBO,
41 Baiin6epr.
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51 BaiisGepr us [Taruxarxu.
51 BaiinGepr.
34 YT0 MEHS paccTpeamm?
S >kup napxaTeid, AepbMOM HaXaThIA,
Meue mamsTHIK ctowt B Portepraive. (1992, 130)

TIpOTOKONBHHI CTHNE - BTO JHAYUT ITONATATECS HE TONBKO Ha IOTaIUIH-
BOCTE UMTATEIS, HO M HA €r0 [TAMATS, IMTEPATYPHY IO B ToM uucne. CHna mpo-
TOKONBHOM (ppazsl - B e OTKpErTOCTH. UeM MEHBINE PACCTABIIEHO B TEKCTE
CII0B, OIIHCHIBAIOLINX, T.€. cpnxcnpyloluux KOHTEKCT, TeM CHJIBHEE YATATEND
oIy IIaST MPUTNALIeH e aBTOpa K coTROpuecTByY. [TapanoxcansHsv of pasom
TOYKA - NP TIPCIeJILHON CHKATOCTH IIPEATIOKEHMS - HE OTCEKAET, 8 HaoOopor
PacivpseT KOHHOTETUBHBIE BOIMOYKHOCTY KOHTEKCTa. Kax n npouﬂ'mpoaau-
HOM CTHXOTBOPeHHH CaTYHOBCKOI'O, I'Jleé HMUTO He "MemaeT" (hoKyCHpoRa-
HUIO HA [IOCIEHEH CTPOKE,

A cBEpX TOTO TOUKA JABHO ONPOGOBAHEELA 2HAK Mpotmn. CKOIBKO THICSY
HANMCAHO JOGOBHEIX CTHXO0B,.. Ml BOT MOKHO, OKA3BIBAETCS, ML N00aBUB K
TQYKAM BOMPOCHTENBHEIA 3HAK ¢ BOCKNKMIIATEIBHEIM, « HET, HE OMMACHIBATEH, 4
HAMETUTE KaHBY NI0G0BHEIX cTpananuil, Eprennil KporupauLKuit, KpecTHIR
OTEL MOCKOBCKHX KOHUEITYATHCTOB !

A b y ee nBepH -
(Kuposckas, n. 24, xB. 105)
W otomen ot neepy,
Tonancs BCOATE.

Henyrancs?
Omars?

Ha! Herryranca!
He nocmenn.

He no3poHu.
He cymen.. ..

Kak tpynso moGurse!  (1993: 36)

TipUHUMITHANLHO KHOM moxxor, y JIsea PyGuumreitna. Ero HoMuHatus-
HEIE [IPENJIONCEHHS [IOHAYANY PONBRONAT BIICYATICHUE HE COKATOCTH, 4 Ha-
00opoT, cinyuaiiHocTH. Pany 5KOHOMUM MECTa # IO3BONI0 cebe, Hagesch Ha
UMTATENA, BOCCTAHABIMBAIOLIEr0 (BOPMAT KapTOYKH, HAMKCATE HAYATIO TEKCTA
"THectuxpeireiit cepathum” B CTPOUKY:

"1. ! anrener Gemator pacHbe. || 2. Hy 1 cemelika! H 3. Cepressbiil pasro-
Bop. |l 4. Cepresnsnit pasrosop (rponomxenue). H 5. Ta mnu wet? [l 6. Feop-
ruit Hazaprr. |l 7, Tpesora He Greaer HanpacHoil. | 8. Henpenpumenxse
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obcrosmeswctna. |9, Morrue nposoget - mumbue cieast. i 10. B Mockee. {...] 1l
18. Oten. If 19. Hosoe mauo. I} 20. Cenpra-Camypait. | 21. TIpUIMREL B OTIIMBEL
I} 22. Ectn tranc. [...] (1991: 88-89)

H Toneko nof KoHeLl cTPOKK pasroHdioTest, B6upas B cebsa MHHUCIIEHAPHH
TOrO THIA JIAKYH, UTO HaM NOHAYANY GELIIO 321aHO BOCITONHUTE caMMM. Bee
chpazst cToMb Xe “"cnyualfH", KaK ciiydaifHbl yCIOBIIAHHBE B TONNE MOIEH
KIIOUKH Pa3TOBOPOR, Y JINIIL APOYTS, 4 ellie ydIle NpociyLlas Bech Habop
STHX AK00H 00PLIBKOR, HAUMHAEIIL UX CYMMY OIIYINATE KaK O4eHb [IIOTHBIN
TEKCT ¢ TPYIHO YJIOBHMBIM, HO OIPHUCYTCTBYHOIUIHM CKBO3HBIM A3LIKOBLIM
IeHCTBOM.

ITapannensHee aximn: cxobxw,

H3 MHOXECTRE TOACHUTEILHBIX PYHKUMIH CKODOK, @ IpaBUIIbHES, SAKITIO-
YEHHBIX B HUX CIIOBAX: YTOUHEHUH, MepeuHe, CChMOK HA HAYUHEIE NCTOUHU-
KM, HAC B TLIAHE CTIITMCTHYECKOM, KPOME PasiioMa CMHTaKCHUECKOT0 6IMHCTEA
pany MpOH3INPOBAHMSA, BHTEPECYIOT BOZMOXKHOCTH CKOOOK OTISATE-TAKM INA
auTepaTypHoro Jaxkonmama. Bor "Hounod rpabex" Eprenusa Kponusaui-
KOro:

- Kapayn! - (Ho TemeHs, XXyTh.)

- O-ro-ro! - (MonuaHse, MYTE. )

- I'pa6ar, mogu! (CeipocTs, THIIE.)
- 3pa, mobesHbIl, Thl KPUUMIIE, -
Thonw, moau, MOOd CsT,

JI1o0u crAT, CONAT, XpansT;

B u3Gax 6poauT NOJIYTEHL

WM eme ve cxopo nenes (1992, 38)

B Tpex napHeix ckofKax - AeKOopaLny K ManeHuKoil, HO Bee ke apame. To
3Ke, TparuuHelt, B cTuxoTeopeHiy ['eHpiixa Canrupa "CmepTs neszepTHpa”,
KOHLIOBKA €T0!

[...] - CoTpu: emte MBOIHA,

- OcTaBe, KYIa ero HECTH,
BrIBATMIHCE BHYTPEHHOCTU.
(Komap He oTeTaeT, 3BeHN.)

- Bparuw, y6eiite Mena {1989, 15)

Cro6xH, BBIPEIBAs CIOBA, B HUX FAKITIOUEHHEIE, U3 CTHXQOBOIO ITOTOKA, MO-
ryT GhITb OPra’HM30BaHEI KAK KOHTPATIYHKT, KAK [TapaleNbHBIC AKIIMHA, Mapan-
NENbHEIE MBICITH MIA TOA0CA, ONHOHANPABISHHbIE MK PA3HOHANPaBJIEHHEIE,
T.E. KaK PeTIHKH 38 ¥ IIPOTHUR,
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Cepreit Crparanosckuit, "Hounoi Baxtep™:

IMaccenam u rymManHOCTS
MEHS HE CIIACYT, HE CacyT

Doy 00BY ONETATaH _
CYPEJISAeT C JIYHBI BHUOITYIKa
Bcee MepTBR CONOBLI
M Ha Peyke rHIo OKKepRIIkb
BponaT nyHHEIE KOLITKIL

3mecs oKpauHa XUIHH
PEMOHTHEIA 32BONKK CTapha

(Cmeno BHenpsiit B TIPOHUIBONCTRO, '
CMEJIO BHEIPAM B IPOMIBOACTBO,
Cwmeno opiazera#t - '
ITomuu o PrioocHosax

u 'nuwmebarposy Kaury
Brpok nayuaii rmo naparpacam

B KPOBE-YI'OJIKE 3ABONCKOM)
[..]  (1991:67)

Briunedssi BTOPOit rONGC 13 TEKCTA, CKOGKH sICHEee, YeM [apHOe THDE, OJ-
9epKUBAlOT "UyKEpOTHOCTE" BTOpore ronoca. Muxaun AdtsenGepr:

[...] Ber noanerawt ronyGs, BopoHa, rpad (rpau?),
4T00b OTBNEYh, YTEIHUTD, BOMHATE B XAHLPY.
Cxopo MOKaKYT (TOMBKO He ILIaub, He IINayb)
00NaK0 Ha JAKATE, LePeBO HA BETPY.

[..] (1993, 135)

Mocnemsuit OMNOT mopsiKka: aGaa.

M B. Misanosa (1962, 15), u B. Huxosuu (1974: 174) mpUuncisioT K MyHK-
TYALIMOHHEIM 3HAKaM H aGaallHbIl OTCTYII - KaK BaXKHOE CPEICTRO CMBICIOBOM
OpraHusanuy TeKeTa. YTelsl NPOUITIOCTPUPOBATE BTY MEBICHD, MOXKHO YKa-
3aTh HA TAPANNEILHO BHICTPotH b cTONO1H ¥ Beeponona Hexpacosa, Ha BUE,
(¥ Ha eIy X) yeyryOnA0me Xaoc peyeroro rMoToKa, IIPY TIHATENEHOM ITpouTe-
HUM, OnHAKO, cOlaparIKe - BHe cTpothbHOH TpanuLMK - HECOMHEHHON
OpraHUIYIOIIeit IOTEeHIMel, TeM Golee BAXXHOM, 9TO ¥ BTOTC aBTOPA HET HU
FHAKOB IIPEITMHAHUS (KPOME TApPE), HY TAXE HAVaNa CTPOK ¢ IPOTIHCHOH,

camml
CONHLIE IBICKETCS
BCE BBLIE H BEIILE BCE HHDKE H HIDKEe
Ieca anech
H3 Jieca BEIATH eCIH H CKa3a1d ellb
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TPaBkl cROe
TpaBL! €JI0BOE CIIORO
cpasy
¥ HEIIOHATHO
H H3 TpaBbl HE TO TeMHO
u Cectpa HE TO He TOMHO
H CeCTpa ee Ha 3aMSTHHO
Herpa He Ha 3aMATHHO
HATH
HET

memmra (1990, 116)
MHHH-HPHGM: YepENOBAHNE IHAKOB,

HesbinosHeHRE UHTATERRCKOT O OKUAAHMS, "OeCTPYKINA IIPUBBIYEK BOC-
npusrmﬂ"5, K4K M3BECTHO, OCHOBA ASHIKOBOrO MCKYCeTBa. Kak nmoKaseiBaeT
aHameHuToe cTuxoTBopeHue Ienpuxa Canrupa "Tonoca", MUtst DOCTHXEHUA
sTore hpexT FOXATCH U 3HAKY NPENMHaHKs. [IpolMTHPYI0 TMIIsE UeTHpe
HATANLHEIE CTPODEL

Bou Tam yGHUnK YETIOREKA,
Bon TaMm yGuan yenoBeKa,
Box Tam y0unu uemosexa,
Buuzy - y6unu uemopeka.

TotineM, NOCMOTPHM HA HETO.
Iodipem, nocMETpUM Ha HETO.
TTotigeM, MOCMOTPUM Ha Hero.
Iloitnem. [TocMoTpeM Ha Hero.

Meprsel - ¥ BRI, KaK eCTh MEPTBELKUIL.
Ia oH e cruT, OH NESH MepTReLKH!
I a, He MepTREll, & BAJ MEPTBELIKHL. .
Kakoii MepTaell, OH IILSH MEPTBELIKH-

B GnenoTrHe BasseTcA. . |
B 6neBoTiHE BATSETCA. . .
B 6neBoTHHE BANACSTCA. . |

[MHoroTouus apropa. B.M.] (1989, 7)

Kak nerko Mo»xHo yOSIUTECH, IYHKTYA11MA I1EC)h BHITIOMHACT NEKCHYC-
ckyio chyuxuuio, M xpoMe Toro, sect HaGop ucnonezoBanubiX Canrupom
SHAKOB CIY3KUT OOKHBIEHHIO - ITO CYTH CBOEH 3a3TOPMOXKEHHOT'O - TEMIIA II0
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BTOPOB, OXUBIEHHIO PUTMUYECKON CTPYKTYPBI, KAK IIOKAGLIBAIOT B TIPHUBe-
JEHHBIE BEILIE IPUMEPBL ¢ TUPE ¥ KPYIUX aBropos. MoskeT GuiTh Gonbine, 4eM
B TPaTULIMOHHOM 1093UH, 91echk Tpelyercs npueTainoe yrerme (close read-
ing, B TEpMUHOIOT MM aMepHKAHCKHX cTpyKTypamcTos New Criticism), rmpa-
BUIILHOE UTeHUe (IIpo celA WK BCIyX), He YiIycKamIee A BUAY M IYHKTY&-
roHHEIH nanonekT arTopa, He cnyvaiine! Bens cnosa Annpes Butosa B ipe-
auciaosmi K Mockosckum mMucham Canrupa 0 " JOBEPUTENBHOM" MHTOHAIAN
(aBTopa - x unTaremio) (Canrup 1989, 4).

YTo KacaeTcs MHEPIUY (XKMIAHNS, TO OHA COANAETCH, KOHEUHO, HE TOIRKO
BBIYYEHHBIMH B IIKOIE TEPABMIAMY, HO, [ICHATHO, 4 CAMUM cTUXOM. [IpouTuTe
3a4uMH cruxoTeopenist TuMypa Kubuposa "K Borpecy o poManTH3Me" ¢ cKa-
HKHUTE YECTHO, HE BaTIHY IIMCE TH Bl HA "pazofbeM” weTBepTOH CTPOKY, CHe aH-
xambemMay (B pANY BOCKIHMLATENBHEIX 3HAKOB M NMPENELNYIIMX KPATKUX
Ha3HIBHEIX) MpUOGpeTaeT upormyeckyit agpdexr.

M cxyuHo u rpyctHo. CBHHIIOBaS MEPICCT.
BeccmepThast NOINoCTb. MeIaHCTBO KpyToM,
C yeamu B kanycre. Kak uepru crensie,
Tasait orpeuemcs! JTapatt pasoGeem

oxobbl! M ceeprueM mMoryuelt pyxomw0!

Topu xe, Bo3Me3 b CBAILIEHHBIL OrOHE,

L] (1594, 269)

He uepenopanue, a NpIMO-TAKH BAKXAHAIMIO 3HAKOB BUIUM B cTuXax ['ed-
Hamua Ajiry, He npuaHaeT ANy TONBKO TOYKH M 3ATIATHIE, MECTO KOTOPBIX B
chRydYae HAROGHOCTH YIYPIMPYIOT JPYIue 3HAKK. A Tie HANO, K SHAKAM eLle
IoGaBIsieTcs HAlleWaTAHKE NTONY NAPHEIX CJIOB B paspanxy. bepy noutn Hay-
rag "Mecra B necy: Bapuauus” (1974 r.):

[...] :

(o nec!

HOCTYIHOCTS
gos0Ta OTIIOBCTEA:

KAK MEBICIH ACHOCTR! . . ) -
rJe-To 3BOH EQ
M CBEX H Nerox! . .-

-
-

(cuactee - THIIMEHA) (1992, 40)
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BHAKM IT0 CBOUM CTUIMCTHYECKAM BO3MOXKHOCTSM KOHKYPHPYIOT IpYyT ©
zpyrom, JioGuMoe Afirn npoeToYMEe, PACUICHAIOIIEE CIOBECHLIH PAJN - Ha-
IIpUMeEp, B 3aCIaBKH CTUXA: "YTPO: METPO: yTeleHHe" (CAaMONHTEIIPETAIMA
Aiirm: "Ha veM [mBoeTouMM] MoXKHO JiepaKaTE paRHoRecue"- 1991, 15), anece
ele M CIy>KHUT rpaduiei crpodsl, CroOKH - Kak BeJileHHe BTOpOro rojioca. A
TpHana - BOCKIMLATENGHBIA BHAK, MHOTOTOUME M THPE NONPAJ - IIO IpaBHe
CKA3ATh, B MOEM BOCTIPHSATHH UPeaMepHa. 3aIaloT JIM OHH TOH TOro "Marude-
CKOro 3aKIUHaHMs", KOTOPHIA OTMEUAIOT MOKJIOHHMKH WM MCCIeXOBATENN
TeOpuecTBa ANirn? Mue sxe poofiie kaXkeTes, YTO BKOHOMHOE BAPEH POBAHUE
3HAKOR ¢ HeGONBITUMI OTKIOHEHMAMY OT HOpME TpebyeT 661bLtero Toopue-
CKOr'O YCHMIWA - ¥ OT UMTATENEH ToXe, ¥ camMoro AHry B No3gHWX CTHXaX
HOBast ANA HEro CKYTIOCTE B ofpaieHuu co snakamu - "Jlom B rione”, 1990 r.:

BCE OUEHE JIPOCTO: MBIUb - TPOIKAHBE MYCOpa
H BETED 33 YrIoM

4 TaM - DO IIIMEAs B HO9H ,[I;OPOI'EI.

N TYT XK€ - B OCOPOAS - CTOJ

3a6pOINeHHEBIR: 1 pasroROD - BECE HAMCKOCE M Ha-Bok
CIIHMAACE Y IIYpIIA

PonHbIX (Kax cTapas chydchalia) micTsen

¥ PONMHA-TYMAaH - Bce Goee Bee Gmuxe

¢ TYLIOIO-B3CIANOM - NABHEH OUEHL JaBHEH

(KaK BTO BEINCBOPUTL) MAMEL. . .

[...] (1992, 155)

Muﬂyc-npnem: HYIb 3HAKA.

AHTUIIYHKTYALHORHEI OYHT B INTEPATYPe HUCKOIBKO HE HOB, U B pyc-
ciol B TOM uncne: Anexcanap Beefenckuit, nanpumMep. "Medx oy nosTuKoi 1
rpaMmaTHKoi”" HazpipeTes penienaus M. ITlanupa, xoTopeift HacuMTal 1o py-
KomueaM "Cnyqaes” HJanumna Xapmca, KkpoMe APYCUX OTKNOHEHHH OT HOp-
MBI, HENOCTABAHME GONEE NBANHATH JATIATEIX, YTO JIEr e Beero Ohiyo Bul 00H-
AICHUTE HErPAMOTHOCTLIO, HO YOEOUTENBHEE - KAK IPOSIBNEHHE "CTPaHHOTO
ynpamcTea”, Kak "aHTH-OIIMOKH", T.¢. HEMPaMOTHOCTEIO, "eCIH M He MHUMOK,
TO, BO BCAKOM CIIyUae, oCO3HaHHOM.., " (1994, 328). Masakopckuri (B sanuc-
HYIO KHIDKKY) ITHCal ¢Tpodbrl 623 3HaKoB,

TIpy HexoTOpOH TEPITMMOCTI K 3HAKAM, NIOCTAHOBKA KOTOPHIX He ofd3a-
TeNbHO AMKTYETCS NPABKIAMH, KAK-TO! THPE, CKOGKH, MHOMOTOYKMA U IBOETO-
UM - M ABHOH HEMOSTHYHOCTH KAHLIEIAPCKOM TOYKM C 3aIllATON - CONMpPOTHR-
NeHUe HAMPAaBIEHO B HEPRYIO Ouepells NPOTUB 3amATON, ¥ KoTOpol, no B.
HBaxropo#, cMBICTIOBOE HAGHAUEHKE UANIE, YeM ¥ OPYrUX SHAKOB, "HoJanie-
HO" rpammaTHueckuM (1962, 15). 3ansaTag, AefiCTBUTENBRO, SHAK, [TOUTH
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.

NIOJHOCTBI0 HOPMHPOBAHHBIH, HAMHOI'C MeHbIIe APYrux "cBoGomHelit" mus
MHIUBHUIYAIEHOTO MONBIOBAHEA; U NIPSHUMY IIECTBEHHOS 0 TIpeaHa3HAYe-
HHUE - (PHKCUPOBATE HEPAPXUMECKOE, THIOTAKTHIECKOE TIONUHMHEHUS OqHON
HACTH TIPSIIIONKEHUA IPYToi.

K pemermmo, CTABUTEL UI HE CTABUTE AHAKY IIPETIMHAHUS, BUANMO, BEXYT
nea monxona. [Teperni - TPeaRED ¥ PROHOMHEIN: MO, piTM, PAMA U CTPOKZ
CaMHM MOTYT TIOCTOATE 32 ce63. 3Haku CTaBATCH TONBKO TOr 1A, KOr ga HHade
YK HUKAK HelE3s uabesxars HeNpaBrneHoro ripoutenus. Hanpumep, B ripu-
BeicHHOH BEIe nuTate W3 Ceprea CrpaTaHoeckoro. A ot JIMurpuit (Anek-
cangposuy) [Ipuros:

Bucut Ha HeG¢ BOPOH-TITHIIA

A nog semeil nexuT MepTBeI

Oun gpyr Kpyry CMOTPAT B YA

OHW ZpyT Hpya BUIST CKBO3b

Bce, 910 Hit €CTh ITOCcepeniHe

O Tht, 3eMus MOS1 ponHast!

Menst TH IEPXCHIIE BOECH HEBLOM

Mex BopoHoM i MepTeerioM (1989, 235)

TpennosxeHus 2aBepINeHH B IIpe/IeNlax CTPOKM K B TOUKAX HE HY K HAIOTCS.
3uaku IIpuroBy HY>XHBI TONBKO BHYTpHM CTpokH. Ilpumeuarensho, uro u
Crparagorckuit, ¥ [Ipuros, u pasauit Canryap B 0MHOM Y AUBMTENEBHO TPamyu-
HMOUHEL: OTOPOCHE 3HAKH, ORM OCTABIIAIOT SONbIYI0 SYKBY B HAYANE CTPOKH,
UTO HEMEIKOAIBIUHEIE TTOSTH B GONBIIMHCTBE CBOEM YK€ He NeNnaloT AaBH.
Huna HcxpeHko "nponyKTuBHee” UCIIONb3YET IIPOITMCHRIE, CTARS HX TONLKO
TaM, e HPH OTCYTCTBHH IIyHKTYALMH YeTKO UYBCTBYETCH Hauano (hpassn

{...] Manpuuk Ky ApABEDIA KOPMsL HA JIETY TOMyOeil M2 poraTku

IBOHKO CMEETCSI [TOKA HE YCTYIIHT B [IOTEMKAX CATHPY

Jesa npeKkpacHas BOAND IIOHECET CBOK TIOJNHYIO GpeMeHH Tapy

Ibsanbift dhinocoth Bee WAPHT NOH TOrOH HE B CHUNAX OCMBICTHTD
Iy pauKoii npuanosod uryTku [...] (1994, 5)

B npose, r'ie 3a HEMMECHHEM CTEXOTEOPHOM CTPOKM 3aBEIOMO TPYIHEE 06-
XoImuThcA Ge3 IHAKOB OpeNUHaHNS, HpUeM "Hy b SHAKA" oueHb YBe JUrenLHo
cpabarsisaer y Esrenns XapuroHosa, kotopeiil ("yxoska”, "2Kusnecnoco-
HEII MITajieHen") He TOJBKO ¢ TIOMOIIBI0 GecIpepeIBHEIX BIUMIICHCOR MMUTH-
PYET YCTHYIO Peub, HO COINAET U CBOSHPARHYIO HIUIHIITHISCKY0 [Ty HKTY ALK,
BHIGPACHIBAS 3HAKK TaM, I'Ie OHH eMY HE HY3KHEL "5 CIIPOCHIL CITHUKH, OH HE
OTBETHI roLuest Ha mens [...] ScHo wro oH mpocto Tak ¢touT [...] Cremuemno,
OH TOBOPMT noitneM K criopremenam? - Iotnem; {...] 3aTpynHenue ¢ pasro-
ROPOM KOI'Ia 0 Malunkax unK o necke [...] (1991, 69)
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BTopoit nogXof - poMaHTHYECKUi 1 IIPEToM Sollee paTuKaNbHEIN - THKTY-
eTCA HEXEMAHKEM YIIOPSIOUEHHS MITH XK€ 0COIHAHHOM TINETHOCTHIO MOILITOK
yropAKOeHKSs], TOHNMAHNKEM HECBOEBPEMEHHOCTH ToTo, uTo PoGepr My3unm
Ha3ean "TocKoi” 1o "HpOCTOMY TOPAIKY, KOTOPEUT COCTOUT B TOM, YTO MOXK-
HO cka3aTk: ‘Korpga cnyunnock 5ro, npouaounio to-to!'™" (1978, 1, 650; 1984,
1, 728)6. PagyMeeTc, BTH [BA [I0AX00A MOLYT IEPEMEKATRCA.

Korna s uz cruxorsopenns Hagexnw Koupaxoso#i "Kon poswl” crapa-
jach BHIOpaTh MOHPARMBINYIOCA MHe LIMTATy, MPHILIOCE CHNOH BBIDBATDL
HeCKOJIBKO CTPOK 13 Texeta, OcTancs, MpraHalock, 0CKONOK, CTUXOTBOpEHME -
neACTEUTENLHO CKBOZHOS, HEPa3NeTHMoe,

[...] 5 omymalo NpeBpaICHLE B CBET
camoyGRHCTBA GeNNIHbI M CAXKH

LIMEIIL 3OJIOTOH B ITYIITACTO 3aBUTOR

BO MIJIE CTOYCTOM YCTANH He 3Had

NpoxoauT 063 eNUHoi 3ansaTol

¥ (hpasa OTKPEIBASTCA CKBOZHAN

MOii TIICHHEIN TEKCT B HEM 33l POBaH KOX
BCECUIIBHOI pOIRl HOBOO kORuYera [...] (1994)

B ormune 0T CTHXOB, B KOTOPBIX I'pathMuECKUM OPUEHTHPOM OCTACTCH pas-
6upKa Ha ctpoxy, ¥ Konnakosoil Bech CHHTAKCHE ¢ "HEepeIUBAHUEM” ONHOTO
CloBa B Apyroe Kax 6 a-yHKTyalpoHeH. [TosToMy OHa U OT CTPOKK MOXKeT
nopoH YX0IWTh, 3ATMMCHIBAA TIORTHUECKUN TEKCT PABHORENMKMMM aG3aliaMu
("Pyxu") umn Boobiue s crpoxy ("TlpeGyxaenue”) (1998, 137-138, 118-119).

Ecnu, kak Mpl BUIENY, HMNYIECOM K YACToH TOUKe GBIN0 DOCTHXEHKE IIpe-
IEJBHOTO MAKOHWUAMA 1 KaK CJICICTBUS er0 - MHTEHCHBHOCTH IIPEIIOXKEeHNS,
TO OTCYTCTBHE BOOOLIE BCEX 3HAKOR NPEIHHAHMA cIOCOGHO B Tape ¢ PUTMH-
UYECKHUM ITOBTOPaMH HMHTHPOBATE M YCHITHBATE MOHOTOHHOCTL peun. Tax, Ha-
npumep, vy Apkagua baproea B "Anxoronsiom gusepriacMente”: "Tipuinen
IOMOI HE B IYXC BBIIIMN BOJAKH ROMa KEHA NPMIOXMCHA PYKY IDOCTABII Ha
MECTO BEITMI BOJIKYK 2KEHA YILIa YIercs Ha TUBaH 33Ky P BLINTMAT BOIKH 3a-
CHYJI MPOCHYJICA BCIOKY JBIMHAS MIJIa HUYETO HE TIOHAJ BBINWI BOIKH IWBaH
ropur [...]" - ¥ Tak Janee o "BO3MOMCHOIC NeTanbHOIo uexoma” (1991, 153).
BmecTo 3HAKOB MPETMHAHNS, BIIONHE HOPMATHEHBIX B IPYTHX Tekcrax, Bap-
TOB B cepuM "[IMBEPTHCMEHTHI" - B COOTBETCTBUM € MY3bIKANbHON nedhunm-
IMeli BTOro TEPMUHA - OH "HAHUAIBIBAET" TEKCT, MHOT HA TONEKO PACUIEHSS €TQ
NOBTOPaMH,

B saxmioueHne cTUuxoTropeHme Muxanna Aifsenfepra, mpourpelBaIoLIero
KOMOHHAYIMIO 3HAKOB, BKIIOYAs ab3all, ¥ OTCYTCTBHE HX - ITPH MAKCHMATIEHON
SKOHOMMH TEKCHUECKKX CpencTB:
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He orcTaeT, npsaveTcs 3a CIIMHOLM,
TOJIBKO BCET 1A TIPH MHE,

XonuT 33 MHOI TEHBIO HA ACHOM [IHE -
Pagee Tocka?

THIIS BOARL
HEDKE TPARRI
TIIYLIS TIeCKa

Pazee 510 TOCKA?

TonbKe BITOXHYIIH K OXKHIH.

TONBKO COrpPeNUCh.

Yro-To DaMETHIM H3janeka.

IpenecTbio KMIHD OSEPHYNACE. A TTO, €€ IIPENeCTh
Toxe ropexa? (1993, 35)

O6muit cTEMYN; MUHMMAIU3M.

¥oxe nea pasa yroTpeGHUB B CTATRE CIOBO JIAKOHHIM, 5 oG8apyxuna y Car-
rupa TICHATHE CHHOHMMHYECKOE, HO NY4IHe OTPAXKAKIIEe MOMEHT TBOPYES-
cruit: MuHamamaam (1992, 321). M xota Canrup ynoTpeGusaeT ero B npuio-
KeHuu K xuponucy Enrermisn KpomuBHUIKOT0, OHO TIPSIMO-TAKH HATIPAIIV-
BaeTCH IS HOBOIBHO TOUHOTO ONPENeNeHns TOro 06Iero, 4To He TONLEKO
XAPAKTEPU3IYeT CBOLOOPAINE NYHKTYALMK, HO K BOOOLIE 0TIHYAET NIOBTHKY
GOIBIIMHCTBA PACCMOTPEHHEIX aBTOpos, KoHearo, Ghuio Get a6y paso Kiac-
CH(DHLIMPOBATE TATEPATYPY NIO [IPARAIBHOCTH MM HENPABHIEHOCTH ITYHKTYA-
nun. Jla udTaTenk, HABSPHOS, Y2KE 3aMETHII, YTO MEHA B MOEM KOHTEKCTE
HMHTEPECY 10T HE LIKONBL, HANPARTIEHWs, FPYIINH (Meta/Mera/(hopucTar, KoHLer-
TYAMUCTHI, YHUKATKHCTEL 1 IP.), & KaKoli-To 0GIull HMITYIEC K BBIXONY 32 ee,
ITYHKTYALMY, HOPMEL OIIPENENAeMbIl KAK CTPEMIICHHE K PACHIMPEHHUI0 EMKO-
CTH TEKCTA IIPH OJHOBPEMEHHOR JIHTEPATY PHOH BKOHOMYH . JHAKY TIpeNNHA-
HHU ~ B TIOHUMAHMK DTHX ARTOPOB - BTOPUUHEL 110 OTHOLIEHHI K TEKCTY, T.e
JHKTYIOTCS HE U3BHE TIPABUIIAMY, 4 CAMHMM TEKCTOM, A BTO 3HAUMT, UTO HE-
NMOMYMHEHWE [TPABHIAM HUKAK He JenaeT NOCTaHOBKY/HENOCTAHOBKY 3HAKOB
AKTOM TTPOU3BOJILHBIM, Hﬂ.l'[pOTHB, CTAHOBACH YaCTHIO [IOBTHUKH, 3HAKY ITO3BO-
JISTIOT ABTOPY MCUEPIBIBATE BECE WX CTHUIMCTMUECKUI [IOTCHIMAN ¥ TAKHM
00pa3oM, DKOHOMSA YHCTO ISKCHUECKME CPENCTRE, NOOHBATLCS NPEACIbHON
KPAaTKOCTH TEKCTa. JHAKM NPEOMHAHUSA MOTYT ¥ TIPU HOPMATUBHOM, HO
ropasio vamie [MpW HEHOPMATHBHOM OGXOXIEHMM ¢ HUMM npHodperats
CEMAHTHYECKY D SHAMKMOCTD, CBOEH OTKPBITOCTLIO, TO €CTh JIEKCHUSCKOMH
HECBARAHHOCTHIO, OTINUHO 00CHYXKUBAA MHHHMATHCTHIECKHE UHTEHIINY
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ARTOPOB. A OTCYTCTRME IHAKOB NPH MHOruxX npyrux yHKLMAX, O KOTOPBIX
I‘OBUPHJIOCL BEINIE, 3ACTABNACT paGOTaTb MYHKTYAMOHOYIO [TAMATE THUTATEIS,
TY HOPMY, KOTODYIO IEPXKHM B yMe.

IlIpuMedaHusu

1 Tlopsimxa paiy A YIIOMHHAIO, UTO HA BTY TeMy, OIHAKO Ha IPYTrOM S3BIKO-
BOM ¥ JTHTEPATYPHOM MATEPUATE H C TIPHUHITMNTMATLHO MHEIM MOXXOIOM,
yae B 1966 r. Brina kaura Jirgen Stenzel, Zeichensetzung. Stiluntersu-
chungen an deutscher Prosadichtung, Gittingen, Vandenhoeck&Ruprecht.

2 Hyxno TH OrOBAPHUBATE, ITO CIIMCOK ABTOPOB HUKAK HE MOXET NpPeTenno-
BATh HA MIONHOTY W OTYACTH 3aBHUCHT OT NMOJIOOKEHUA U3NATENIHCKOTO IeTa U
KHUKHOH TOproBam B Poccun,

3 BoT nMIus HECKOIBKO OTBETOR B PadHHIX MATepBLIO, Urops Knex na Bo-
Impoc, CYMTaET M 0H cefis nocTMoaepHucToM: "KoneuHo, Het. To ecThb B Ka-
xoit-To creneny, na. Ho mns ce6s »ty npobneMy g pemnan elle IeT IIT-
Hannats Hazan” (1994, 3). Tumyp Kubupos (Ha ananmoruuHeH Borpoc): "5
X0UY TOTILITATECS OCTATECH TPAIMIIMOHHEIM TIosToM” (1992, 10), Brnagumup
Copoxun: " Boebie He NOHMMAID, UTO TAKOE ABAHT'APA, 0COGEHHO, 9TO
310 Takee B 1992 rony... [KonuentyamicroM] a ce6s HUKOrAa He cynTan”
(1992). Cepreti CrparaHoeckmii: "Mnue xaxercd, 3T0 [MOCTMOePHMIM)
npobGrnema nrycras” (1994, 2). Ho ects 1 mcknioueHus, Hanpumep, 'enpux
Carnrrup (1992, 325-326).

4 Ceoinea Ha rpasy uzs nucema Ilenana Xaucy Bennepy:"Sl He BUOKY ripun-
LMIAANBHOR PaIHMLIBI MEXIY PYKOTIOXKATHEM M cTHXoTBopeHuem" {"Ich
sehe keinen prinzipiellen Unterschied zwischen Hiindedruck und Gedicht",
Mein Gedicht ist mein Messer, Miinchen, 1961),

3 Bonpexu 03KUIaHMSM UATATENSH NPUBOXY 31eck He [IIknonckoro, a onpe-
nenenie 13 kHurH Gisela Dischner 1982, 15,

6 Robert Musil, Der Mann ohne Eigenschaften, Reinbeck: Rowohlt 1978, 650.
"Und als einer jener scheinbar abseitigen und abstrakten Gedanken, die in
seinem [Ulrichs] Leben oft so unmittelbare Bedeutung gewannen, fiel ihm ein,
dafl das Gesetz dieses Lebens, nach dem man sich, {iberlastet und von Einfalt
triumend, sehnt, kein anderes sei als das der erziihlerischen Ordnung! Jener
einfachen Ordnung, die darin besteht, daB man sagen kann: "Als das geschehen
war, hat sich jenes ereignet!' Es ist die einfache Reihenfolge, die Abbildung der
iberwiiltigenden Mannigfaltigkeit des Lebens in einer eindimensionalen, wie
ein Mathematiker sagen wiirde, was uns beruhigt... "
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Mapuna BoSpux

3AMETKH O A3bIKE AHITPEA ITTATOHOBA

CHHTARCHC TOMHKH CTPOMT He Te,
Mup B Heykmioxell cToHT KpacoTe.
H. 3aGononkui, "Burea cioHos"

1. ¥ IInaronosa Bce roBOPAT "OIHHAXOBO" CTPAHHO M HEeNIPaBHIEHO. Ilo-
3TOMY OXKHIAHHE HEHCKYIIEHHOT'0 YHTATEIIA, BOCTIHTAHHOIQ Ha 06pasIioBoil
POIH JIATEPATYPH M HACTPOESHHOO Ha HOPMHPOBAHHLIN JTHTEPATYPHBIHA A3BIK,
npu wreHRH "Uepenrypa" umm "KoTnosaHz" cHCTEMATHIECKH BIPLIBACTCH.
Hapymense S3HKCBON HOPMEI ABIAETCA 32eCh BaKOHOMEPHEIM CHEICTBHEM
OTTAIIKHBAHUS OT JIHTEPATYPHOT O A3bIKa H A3bIKA NHTepaTypH. "lImaToHoB-
CKAST petb — 3TO MOTILITKA CTIOMATh MOCT MEXXHY TIHCEBMEHHOH H YCTHOH pednio;
HEXKENAHHE MONbIOBATLCS Tpajgumuell "HCEMeRHOT 0", "KHIDKHOTQ" A3BIKA
[...]. Ero noBecTROBaHHE — 3TO HEHOPMATHEHas NHcbMeHHas peds” (Toncras-
Ceran 1978 (2), 108). Cornamasce B 11e10M ¢ 3THM CYXKIEHHEM, XOTeIoCh Obl
YACHHTE, B 1eM HMEHHO COCTOHT HeHOPMAaTHBHOCTE A3kIKa IlnaToHoBA.

B nnaToHOBCKOM TEKCTE U3 HOPMLI BO3MOXKHE! IBa BBIXOMA: OIHH — B cy6-
CTAHOAPTHLIE Cepbl A3bIKa, TAK MIH WHaye CBARAHHBIE C AJBIKOM pPairo-
BOPHBIM, JIpYTo#l — B AYHKOEOE MPOILI0E. DTH BOBMOXKHOCTH MOI'YT HaKJla-
IEIBATLCS OHA HA IPYTYI0, B Y8CTHOCTH, B TEX CIYYasX, KOrHA pasTOBOPHLIH
ALK COXPAHAET ADXAHYHLIE, DTBEPHYTHIE HIH YK€ TIePeKUThIE HOPMOH
3JIEMEHTH A3nKa. OMHAKO KB HKAINSA TPHHAIIEXKHOCTH INATOHOBCKHX
AHOMATMH PAITCBOPHOMY AILIKY M (MIIH) S3bIKOBOH MCTOPHY CIIYZKHT B 3TOR
paboTe ML BHCTpyMeHTOM, CyIllecTBEHHO IpexXe BCET0 TO, 9TO ofcyx-
maeMbie ARNEHAA —H e HopMa!. Hacrosime 3aMeTkH — 3TO HaGIIOAEHHA
HaJ OCHOBHhIMH THIIAMM HAPYIISHHs A3ILIKOBOH HOPMBI B TINATOHOBCKOM
TEKCTE ¥ HaJl TEMH CMEICIOBEIMH 3thhekTaMu, KOTOPHIE TIPH TAKOM HapyIle-
HUH BO3HHKAIOT. '

Peub moiizer o A3bike robecTH "Koriopan" (1929-1930), nabpanHoii HaMH
KaK OHHAH M3 TeKCTOB, T'ie ocofeHHOCTH sAakKa IInaToHoBa MpeicTaBieHEl B
KOHIEHTPUPOBAHHOM BHEe. TeXCT MOBECTH NPHBOIMTCA 110 M3gaduk: Ilna-
toHoB 1988, HOMepa CTpaHHI YKa3HEBAOTCA TIEpel COOTBETCTBYIOMIEH
HTATOH B cKoOKax.
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2. AHOManBHOCTE OpOHMA3EBAeT ¥ [INaToHOBA, B CYIIHOCTH, BCe YPOBHH
s13EKa, Penrarormas pons 0TBOMATCS, ONHAKO, CHHTAKCHCY. VIMEHHO HapyIIe-
HHS COUETAEMOCTH H TIPABHI TIOCTPOEHTS HPA3HI BEIILIBACT PEaKITHIO Ha XPY-
THX YPOBHSAX S9HIKA, XedopMADYS CeMAHTHKY OTOSINLHEIX CIOB U GopM, ye-
JOXKHsSA CMBIC BHICKA3HBIHHA B menoM.? KOMMEHTHPOBAEME OCHOBHEIX
MeXaHusMOR "HeIlpaBHNBHOr0" sA3nKa 1I1aToHOBA, HEKOTOPEIE M3 KOTOPHIX B
paMKax HAHX TOIXONoB yxe oocyxkpamcsh (Toneras-Ceran 1978 (1), Seifrid
1987, Seifrid 1988), xorenock Okl MOZTOMY HA9ATh ¢ CMHMTAKCHEA, 4 3aTEM Tie-
PeTH K NEeKCHISCKHM U MOphOnordIeckumM spiuerns, HenabexHaa -
HEHHOCTh HANIOKEHHA MEIIAET BIIONHS allcKBAaTHO HATSPLPETHPOBATE 06-
€MHO KOHIISHTPHIECKOE YCTPORCTRO TEKCTA: ¢ YPOBHSA CHHTAKCHCA IHTATENb
CITYCKAETCS IO CIHPAI BrIY0h, K CEMAHTHIECKHM KOMIOHGHTAM OTIEILHELX
CIIOB.

2.1. Anaxomyd.

TMoxkamyii, ocaosHOH ¥ I1aToHOBa THIT HAPYIICHHS HOPMBI B CHHTAKCHCS —
9T0 aHakomyd (UAM KOHTAMAHALMA), KOTHa CHHTAKCHUYECKH IPOUCXOIHT
COeqUHEHHE HacTel PasNUYHBIX KOHCTPYKUWH, CEMAHTHUECKH K¢ HMEET
MEeCTO BRaHMOHANIONKEHHE 3TUX KOHCTPYKIHH,

{86) Bomes sabpesr B/ oycTslph B 0OHAPYKUN TEIIIYIO AMY IS HOWIEr a;
CHHUIMBIIHACE B 3TY 3eMHYI0 BHATHHY, OH MONOXKHI MO TONOBY MEINOK,
Ky /14 cOBHPAT IS TAMSTH B OTMILEHUS BEAKYIO G3BeCTHOCTD, OTICYANANCS K
¢ tem ycHyi. Ho kaxkoit-To yenoBek Boimesr // Ha MycThIps ¢ KOCOR B pyKax H
Hayay ceqb TPaBAHBIC POINH, POCIIHE 3IECH HOIIOKOH BEKa,

Janneiit GparMedT CTPOUTCH Ha IIPOTHBOIOCTABISHHN. OHO BEIpaXAeTCH
COK30M HO, HOMEYaOIIHM TPAHHIY MEXKIY HPOTHBOIIOCTABICHHEIMA Ipyr
OpYTy TPeanosKeHHAMH M COOTHECSHHBIMU IPYT C IPYroM COHMCTIHMAMM
3a0pei B HyCTHIPs 0 BOIER Ha MycTsips. OCTAHOBHMCS Ha STHX COUSTAHHIAX,

C TOUKW apeHHs HOpMbl 002 OHM HEIIPABHIEHK. ONHAKO MEXAHASM CHH-~
TAKCHYECKHX HAPYIIEHHH B OHOM M IpYIroM ClIydae OeHcTEYeT HO-pasHOMY.

B couetanum 3afpex B// mycTaips HapylleHa codeTaeMocTb GopMul B,
IYCTHIPE: BMECTO HOPMATHBHOTO TIPEILIOTa Ha 31ech HCIIONLI0BAH TIPEIJIOT B,
QGpEB KOHCTPYKIVHA TIPOXOTAT TAKMM 00pa3oM Hepe] clioBoM mrycTsips. Ha-
PYIICHHE HOPMEL CTABHT 3TO CIIOBOCOYCTAHHE B ACCONAATHBHBIH PAI MOOSITH
B+ B.11. ¢ OpocTpaHCTBeHHBIM 3HaveHaeM. TakiaM 00pasom, CoYeTaRye B IyC-
TEIPH CTPOHTCA ITO AHANOTHH C COYETAaHUAMM THIIA B [IONE, B CaX, B JeC, B
HeGpo % 1.11. HapyiieHHe CHETAKCHYECKOH COUETACMOCTH, TO eCTh HECOOTBET-
CTEHE MeXJy MONEIbI0 H e¢ TeKCHYSCKHM HAllolHeHHeM, NIPHBOOHUT K
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CeMAHTHYeCKOMY COBUTY. BosnuKias cHHTaKCHUECKAsA AaCCOLHAIIHS! BLI3LIBa-
€T y YHTATeNA IIPeICcTaBlieHHe O YCTHIPE Kak 0 TIPOCTPAHCTRE, HOX0XKEM Ha
nonie, call, aec, ne6pu. IlpogeHrasce nameiie IO TEKCTY, OH HAXOIHT OIIOPY
VISl TAKOTC IIPEICTABIICHHS, TaK KaK OKA3biBAETCH, ITD ITYCTHIPb, Kyla 2abpen
repoli TInaToHoBa, aBnsin cobolo "TpapsHble pomn”. Yrobs obcyxnaecMad
KOHCTPYKIHS CTala IpaBHALHON, NOCTATOYHO MBICIIEHHO BOJBOPHTL B Hee
¢70B4, COOTBETCTBYIOIIME PEANBHOCTH — S3AMEHUTS HYCTHPE Ha TPaBAHbIE pO-
o, Tlomyunm * 3a6pest B TpaBaHbie poIdH.

Bo BropoM NpelJIo:KeHMH, I'Ie pedb HOET O Kocape, HENPaBHILHA KOH-
CTPYKLINA BOLIST /f Ha MYCTHIPE, UTO CBA3AHO ¢ HAPYIIIEHUEM YIIPABICGHMA [1a-
T'0la BOLICT. BMECTO Npeliiora B ¢ B.I. BCIoNb30BaH DpeiJior Ha. Accolua-
THBHLIA PAL, KOTOPEIA CTPOHTCA OT NPABHIEHON 94CTH (Ha HYCTHIPE), BKIIO-
gaeT B ce(f COUETAHHA THIIA NPHHTH Ba IYCTHPS, (HA)CTYIHTL HA IYCTHPE U
T.1. Q9EBHIHO, YTO KOHCTPYKIMS CTAHET MPABMILHOHN TOJLKO IIOCTE SAMEHE
rjaroia BOLeX Ha OJHH M3 TJIaroNoB 3TOrC acCOLHATHBHOTO pana. Ilpuyem
NPAaBHIIEHOE C TOUKH 3PeHHA A3BKOBOH HOPMEI BLICKA3KIBAHHE aIeKBATHO OT-
paxano 65 B 3TOM CIIyIae NeHcTBHTENBHOCTD, H00 I'aroNu IpHHTH, (Ha)cTy-
IHTE BIOIHE afiekBaTHel neficTeuaM kocapa. HanpoTue, 3aMesa clioea nyc-
THIPE HA COYCTAHME TPABAHLIE POINH, KOTOPasl, KAk Mbl BHIIEIH, TapMOHH3H-
pOBAIA KOHCTPYKIUHIO B IEPBOM CIIYHAe, 31eCh OKA3LIBACTCS COBEPIICHHO He-
BO3MOXKHOM, BEISHIEAA NOIHBLI pacTla]l CHATAKCHYCCKHUX CBA3CH: cp. * 3abpesr
B TpaBAHBIE POIIH W * Bolell Ha TpaBsHele poinn. WTak, IycTHIPE HA caMoM
fiene He MYCTHPh, a TPABAHEIE POLIM, KOCApPh Ha CAMCM JeJle He BOHIET, a Ha-
CTYNRJI, Hallall ¢ Kocolt Ha TpassHble pomiH. Hapylnenns cHHTakcHca OTpa-
3aeT TaKhM oBpasoM HeCOOTBETCTBHE COB 3feMEHTaM MMpA, a HENPABUIIb-
HOCTb AGBIKA — HETPABHIBHOCTh YXH3HH. '

Tlonss ycTpoficTBO COOTHECEHHEIX APYI ¢ APYIOM codeTaHHD 3abpen B
IyCTBIPE ¥ BOIIEN HA OYCThIPh, MOXXHC YEBHIETD, KaK B pasbHpacMoM ¢hpar-
MEHTe Yepes CHHTAKCHC NPOTHBONIOCTABICHEI IPYT IPyTyY [IBA THIIA OTHOILE-
HHA YeJ0BEKA K NPHPoIe H MHPY. BollleB BOCOPHHUMAET MHP KaK o0 beMHOE
TIPOCTPAHCTBO, B KOTOPOE 9e0BeK BXOJHMT ¥ HAXONUT B HEM CBOE MECTO —
"3eMHyI0 BuaiuHy". Kocape, HATIpOTHE, MEICIINT cels BHE NPHPORL] B BHIUT
B Heif roiyio INOCKOCTh — 00BEKT H TIoJIE IS cBoelH JeATeNsHOCTH.

Hrorga BOIHMKAKINAS B PE3yIbTaTe aHAKOIy(da AHOMANbHAS KOHCTPYK-
1A COTPOBOXHAeTCA GoHeTHYeCKMM 5P HEKTOM, YCHIHBAIOIIMM CMEICIIO-
BOH 3apAJ TEKCTA.

(99) KoanoB cen B 0GHAXKEHHEIN TPYHT H JOTPOHYACA PYKaMH Il Kk KocTs-
HOMY CBOEMY JIHIY.

TpoucXoaHT BIAHMOHATOXKEHIE KOHCTPYKLIMH!
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* DOTPORYTHECA O M2

* IPHTPOHYTECA (IPHKOCHYTSCA, HONHECTH PYKH H T.IL) K ITHILY,
CooThikaiomasics ¢oHerdka Ha ¢THIKE IBYX K (K KOCTZHOMY) YCHIIHBAET
OILITYINeHUe OKOCTeHeNoM TRepuocTH.?

B psne cinydsen aHakony(puuecKde CTPYKTYPHE IPH3BAHE HMUTHPOBATE
TIPHYYANUBHEe IIOCTPOSHHS B PedH IepoeB, BOSHUKAWIIE KaK pe3yIETaT
YCHOGHHS HMH OCKOJIKOB ['a3eTHO-IO3YHIOBOMH peyenoit KyIbLTYpEL, ee IITaM-
TOB!

(140) AxTreucT gan 2HaTh YnknuHy 1 Bomeny, 9To TUPeKTHBO TOBApHTIA
TlaurkuEa oxH ZOMKHE DPHYPOYHTS BCE CBOH CKPBITHIC CHIbI Ha YT OKICHHE
KONXOIHOMY PA3BOPATHBAHHIO,

(100) Ho Kozmos [...] xoTen uarH K [IpylIieBCKOMY CKARATh, TT0 3EMILI0 G0k
1€ He POICT H HARO NPEANPHHAMATE CYIICCTBCHAY 0 TUCHRITTHHEY. Co6Hpa-
ACH COBEPIIHTS TAKYFO OPraHu30BaAHHY e 0153y, Ko3lop sapagec pamoBamcs
¥ BBI3[OPABIABAL

(111) Hamw pabouse ende He DONTAHYAHCH [0 BCero HOHATHS, H BaM Oyuer
HEKPacHBO HECTH FO/DXHOCTE.

HpamMaTH4HOCTE pasiang Mexxay 0GHIHATLHEMY JOKYMEHTAMH H peanb-
HOCTB} TAKXKE MOJKET GHITE BRPAKeHa CPSICTBAMHE CHHTAKCHCA;

(130) Mu xe, cornacHo INeHyMa, 0043aHbl HX AHEBHAHPOBATE HE MEHEBINE
KAaK KJracc, ITO0EI BeCh RponeTApHAT H Oarpadse cocitoBre /f ocrporend H ot

Bparos!
2.2, 3anoNHeHHe MOTEHIHANLHBIX BATCHTHOCTEH CloBa / POpMEL

ITpst HAOZKEHMH APYT Ha ApYra PaslTHYHBEIX KOHCTPYKIHI 3a9aCTYR Ha-
GinonaeTes MaKCHMATLHAS PSATH3AINS IOTeHIHATLHEIX BATIERTHOCTEN CIORA,
nenaionzas 3¢dbekT "ocTpARCHHS" NPEIETEHO HHTCHCABHEIM,

(122) ToNneKo JKHBOTA €€ HETY, MHE CIIATH He Ha 9eM /| roroBoH.

3Hechk KOHTAMUHAIMA OBYX KOHcrpyKuni»i
* MHC CITATE HE HA YeM
* MHE He Ha YT0 jiedb FOI0BOR :
He crmyuaiigo, aTo 310 rosoput peGeHok. JdeTckas pevs 1uia [InaroHosa ~ ol
Ha K3 UISaNbHEIX BOSMOMKHOCTEH YBEIETh MED 3aHOBO, 3aHOBO HA3BATE BCE
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npeaMeTel B JeficTeus. B TakoM BOCIDHATHH HET HHMYETO caMo coboi
pasymeromerocs. ITosTomy HEOBXOTUMEIM OKA3LIBACTCA YTOYHEHHE MOJOROH,
x0T ¢ppaca Opta Ob ¥ 6ea TOro NOHATHA.

Cp. etnre oMH KOHTEKCT K3 HacTiHoH pey:

(119) Toxsko 1 ogua GyIy >KUTs 1 HOMHETS Te64 /f B cBoeif rosose.

B pesynbTaTe B3aHMOHANOXKEHHS KOHCTPYKIHH * IOMHHTE KOIo--T. U
* Hep2KaTh B MOAOBE YT0-1 IPOHUCXOIHT CIBHT B SHAYEHUH IArosa IJIOMHHTE
— NaMATE MLICIHTCSH KOHKPETHO MOKATHIOBaHHOM B rojioBe.

"OctpaseHuio" mogeeprawTes y [InatoHosa npesxire Bcero oGIHK HelioBe-
K&, eF0 CTPOCHHE H ero ReficTerA. Ciol caMOCYeBHIHOCTH CHHMAETCH C Ca-
MEIX TIPOCTHIX BEIOEH, Bce HAZBIBACTCSA M TOIKYETCSH 3aHOBO;

(80) Teno Bomeea noGneTHeNo OT YCTANOCTH, OH TIOMYBCTBOBAN XONOI Ha Be-
KaxX ¥ 34KPBIT AME TeIJIbie Fasa.

(141) Ou mien Ha Houner panoM ¢ UMKIAHEM | GecIIOKOHIICS, YTO TOT ceigac
JIAEET H 3aCHET, 4 OH ﬁy,[[ET ONHH CMOTPETh MaaZaMH BO MPAaK HAN KOIXO30M,
Cp. rak>xe U3 peen Hacta:

(123) — A xorza Moo Mamy FOmueit 3Bami, KO 14 OHA ellie MNIA3aMHE CMOTPENA
H JAbiILaAa Boe BPeMs, TO XXeHUIACE Ha MapTHHEIYeE.

YyraTedh BOCTIPHHIMAET, B YaCTHOCTH, 3TOT KOHTEKCT Ha (poHE HOpMAJBHEIX
coveTaHUH * CMOTPeTs HIHPOKO OTKPAITBIME NITA3AMH B ¥ THXKeNI0 JbHIATE Roe
Bpems u T I dexr "ocTpaHeHns" NocTAraeTed Grarcgaps SHAYMMOMY Hy-
JIKO Ha MECTS OTCYTCTBYIOLIETr O DIPEIE/ICHAS K CIIOBAM IIa’laMH H OBIIIATH.
MoxxHO BHAETh 3[leCh TaK¥Ke PeaTHIalHIC ITOTEHUHAIBHBIX BaNeHTHOCTER
CIIOBA, ECIIA KaK HA HOPMATHUBHEIS COOTBECTBHMS OITHPATLCS Ha riaroisi bes
pacmipocTpaHHUTeNeH (¥ Korna oHa clle CMOTPEa H ABIIIAAa).

(102) ¥ emy CTaI0 JIETKO H HECTIBIIIHO BHYTPH, TOYHO OH XKW He IIpeIcMepT-
HYIO, PABHOAYITHYIO JKH3Hb, 8 TY CaMYIO, IPO KOTOPYIO eMY IHENTaia HeKor-
Nla MaTh CBOHMH YCTaMH.

{109) OHa emy IlNa HABCTPEYY M, NPHTOXHABIUHCE Hit CKPBITHIX HOH IIATLEM
HOrax, OXsariia eroe 2a revn.

{114) Ero refo 0TOLAK0 BHYTPH OREKABL.
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3a 9THMH H TOROOHBIMA KOHTEKCTAME CTOHT YEIO0BEK, YBUICHHEIX HAHB-
HEIMH TN33aMH, AIaM, CYIECTBO, OpYIYIOIIEe YaCTAMH CBOETO Kak Gbl oTie-
JIEHHOT'0 OT OyId / IyXa Tela, KaK HHCTPYMCHTAMA, KaK JacTsIMM MeXaHH3Ma
{cp. Seifrid, 371 u cnen,) TakoR yeloBeK, HAIIPUMED, Ha 3CKH34X KOCTIOMOB JL.
IMomosoii Him y Maneenua konna 20-x—xagana 30-x I'T.

2.3. 3IOATICHC: HeSAIIOIHERE O0A3ATENEHBX BAIEHTHOCTEH coBa/¢opMEL.

ITpoTHROIIONOIKHOE TONBKO UTO PACCMOTPEHHOMY ABICHHIK SIATITHPOBa-
HHe 0651aaTelIbHOr0 PACIPOCTPaHUTENS Spde BCEro MOXKHO, KAXKeTCs, Habmo-
JIaTh B COYETAHHAX C MECTOMMEHHEM CBO.

{170) Hacra serana B/ cpoit /f pocr.

Coveranue B cBOIH pocT BOCIIDHHEMACTCS Ha $OHe HOPMATHBHHIX COUCTAHMI
B0 Bech pocT ("BEIIPSAMHBINHCE") M BO Bech CBOH G0HbIIION (Or pOMHBEIH, TH-
FagTCKHE H T.1.) POCT, KOTOPKE HAKNAHRIBRIOTCA APYT Ha Hpyra. Hesamon-
HEHHEIMU OCTAIOTCSA IIPH 9TOM BANEHTHOCTb CNIOBA Bechk, 00A3aTeIbHAA A
000OHX BHIPAZKEHHUH, H BAIGHTHOCTS KAYECTBEHHOTO [IPANAraTeLHOTC ¢O SHa-
geHHeM "GoNBIIo”, 0GA3aTeIbHAA 11 BTOPOro codetanms, HezanonHeAHbe
TIOZHMIIMH ABIAKTCHA SHAYMMEIMH HYISIMH, TaK KaK €CTh KOHTEKCTHEL (HOpMa-
THBHBIE}, B KOTOPBIX 9TH TO3HIIHA 3AMONHAKTCA. B aHOMAILHOM COYCTAHMN
B cBOH pocT CMHBICITEL HEPeaTHAOBAHHBIX JICKCHIECKHX HaTlOHHTENeH KOHCT-
PYKIUY NpHEAMAaeT Ha cefA cI0BO cBOM: MOMHMO IIPHCYINER eMy TpaM-
MATHICCKON CEMAHTHKH BOABPATHO-IPHTSKATENBHOI'0 MECTOHMEHHA 3TO
CJIOBO HECET B cefe MeKcHYecKHe THadeHu s "coGCTBeHHbIE", "CROACTBE RN,
"HacToNBKO GonbIIoH, Hackoibko HacTs srpocia”. Biaromapa sTtoMy ceMaH-
THYECKOMY CIBHTY BCE COUSTAHME B IETIOM CTAHOBHTCA OJHUM W3 CMEICIIOBEIX
TIEHTPOR CBOEIO KOHTEKCTA — PA3rOBOPa MEX Y I'ePOAMH IOBECTH O XKASHH H
emMeptH, rae x Hacre ofpamens ciopa Bomiena: "He pacty, nesouka, saroc-
kyems" (IInaronos 1988, 171).

(104) Ypon xoten nporasects /f caoe lf cioo /{ B 0kHO.

IIpupeneHHOe MpeNNOXKEeHHS BOSHUKIO B PEIYILTATE KOHTAMHHALMHA He-
CKONGKHX KOHCTPYKUHH, 2 AMEHHO! '

* [APOH3IHCCTH PEYh

* CcKA3aTH CBOE CHOBO B YeM-J1.

* CcKa3aTh CBOE BECKOE CHOBO

* ¢xa3aTh, KPHKHYTH 9T0-J1. B OKHO
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O6cTogTeLCTREHHE pacTipocTpannTens B ¢opme B, ¢ mpemnmorom (kyoa? B
OKHOQ) HAPYLIAET COYETAEMOCTE TIIarolla. HpOH3HECTH, Tpebyolero mpu cebe
IL.o. ¢ npepnorom (fponsHecTH peusrie? B 3anc). HapylleHHe HOpMaTHBHOA
KOHCTPYKIIMH aKTYaJIHIHPYeT NepBOHAYAIEHOE 3HAYCHHE 3TOTO IIarona —
"BRIHECTH, Jepxa repen cofoil"; rnaren peyn BHOBL ITpeolpasyercs B Imaron
JABHKcHH A,

3HAUCHHA CJIOB CBOE ¥ CAOBO ITOJ BOBSHCTEHEM KOHCTPYKIIHHY TaKIKe Ie-
tpopMupyIoTes. 3HATUMOE OTCYTCTBHE ONPENENeHAA MEXIY STHMH CIIOBAMH
O0YCIIOBIHB2ET YBENHYSHNE CEMAHTHYECKOH HArpysKy MECTOMMEHMS CBOE.
Omo Hecer B cefe He TONEKO MPAMMATHHECKOE 3HAYSHIE BOIBPATHOCTH U IIPH-
TSKATEIBHOCTH, HO H JIEKCHYecKHe 3HadeHAa "cofcTBeHHOo:" , "BecKkoe", "HO-
soe" | T.JI. IIC ACCOIHANHE ¢ HOMOMaMH cKa3aTh CBOS BECKOe CJIOBO, CKA3aThH
CBOE CHOBO B YeM-11,, CKA3aTs HOBOE CHOBO B YeM-JL.

CII0RO CHOBO BBLICTYNAET B 5TOM KOHTEKCTE B CBOEM CTAPOM ZHAYEHHM
"peqs" (JIPOHZHECTH peys).

Cp. (85) 5 ucmyranca, 9To ThI Ha TV BEBOYKY /l cBOE CHOBO cKaxXeHis WU
OJEHCTRYLSIIL KaK-HHOY Ik,

YnpapneHue THarona ronefceTByens (Ha Koro-/.) IEpeHOCHTCS, M Ha CHHTAK-
CHYECKY CBASAHHHIH ¢ HMM I'NaroN CKaXenis — SBICHAE HEPeIKOoe B Pasro-
BOPHOH peud. OHAKO B OTIIHYHE 0T 06HMXOEHOT'O AJLIKA B XY AOKCCTBEHHOM
TEKCTe BOJHHKAIOIMAN IIPH 3TOM CMBICTOBOM COBHI Ge3YCIIOBHO AHAYHM,
I'maron cxasaTs IPHHHMAET Ha ce0s He TOJNBKO JHAUYCHHe "MoledcTByems",
JIEKCHYECKH BRIPAKEHHOE B MAHHOM KOHTEKCTE, HO H CEMAHTHKY aCcCOLIMATHB-
HO CBASAHHBIX C 3THM KOHTEKCTOM BRIPaXKeHHN (HamyCTHTE ITOpYY Ha KOIo-
JI., HAKPHYATE HA KOro-1I., HAIYCTHTRCA Ha Koro-x. U T.11.). Ha dore atHx ac-
COLMANMH OLTY THMBIM CTAHOBHTCS 3HAYAMBIN HYIIb B COYETAHHN CBOE CIOBO,
TaK KaK SICHO, UT0 [IOJ[PAIyMEBACTCS HeraTHBHET oNpeRenHTeNs (* croe ayp-
Hoe croso). B oTCYTCTRHE TAKOBONO €70 CEMAHTUKY BIUTHIBAET B cels MecTo-
HMEHHE CROH.

ITprMeps! € MECTOMMEHHEM cBOHf TOCTATOYHO APKO HILIIOCTPUPYIOT TeHCT-
pue B Tekcte JITaTOHOBA "3a8KOHA COXPAHEHMS CMbBICHA", KOTOPBIA 3aKIIOYa-
€TCA B TOM, YTO CEMAHTHKY HEePCANH3IOBAHHBIX KOMIIOHEHTOB KOHCTPYKIIHHA
NIPHHKUMAICT Ha ce0A HATHYHLIE KOMIOHEHTH ee. 3HaUHMOe OTCYTCTBHE Ka-
YecTBEeHHEIX ONIpeNelMTeNncH IpH cpod neraeT s¢dexTt "ocTpanerus” ocofeH-
HO OLUYTHMEIM B CHIIY TOI'O, UTO B 5TCM MECTOMMEeHHH NOpeobiaraer cobeT-
BEHHO MPaMMaTHYECK A CEMANTHKA (IIPUTAMKATEILHOCTD, BOABPATHOCTE), B TO
BpeM#A KaK JIBKCHYECKAas CeMAHTHKa MOPasio MeHee BHIpasHTeNEHA. MMeHHO
TIO3TOMY ¢ TOUKM 3PEHHA HOCHTEIA PYCCKOI'0 S3BIKA CBOH He SIBISIETCH OTIpe-
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IeleHHeM K clioBy, CxofiHOe SBICHAE AMEET MECTO, HATPUMEP, B CIHENYIOLIEM
CIIydae:

(162) Menpens NONHANCA ¢ MOCYALL, o0HAN moynoGHEH TeNo MYXHKA H,
CXKAB ero ¢ CHIOH, ¥T0 H3 Yej0BEeKa BRIIIO HAXKUTOE CANO W TIOT, JaKPHYAN
eMy B I"OJIOBY Ha PAUHBIE FOIIOCA,

CnoBo cumolf yCHINEBAeTCA 31ecCh CEMAHTHKOH SINHIITHPOBAHHOTO, HO
[PerHaHTHO NPUCYTCTRYIOINETO BO (hpase MEGCTOHMEHHS TAKGH.

HenanonneRHeIMA CKIoHed IDIaTroHOB OCTABIAThH TAKXKE BATECHTHOCTH,
MMEIolIIMe YHCTO MpaMMAaTHIeCKOe SHAYSHHE:

(104) 3peck HEBAIIAL BEIPBAN A3 3eMII Pl po3, GHEBIIME NOJ PYKOMH, B, He
Honsaysacs i, GpocHI HX OpoYs.

JuauumMelii Hy b BOIHEKAET Ha MecTe T.01. AyH (* He HoRs3y[Acs umu), HO0
IMEKCHYECKH 3TO MECTOMMEHHE OIYCTOMISHO, d e'0 IPAMMATHYeCKas CeMaHTH-
K& AMIUIMLHTHO UPYCYTCTEYET B ['JIAr0MNe, HONPAIYMEBAIOIIEM HMEHHO KOH-
crpykumo ¢ Tt

2.4, DnmrcHc: ynpomenne KOHCTPYKIMH ¢ COI0IHKIMH, CPENCTBAMH,

YnorpeGaeHKs IPUIATOYHELX TPeIOKEHTH HIH 000POTOR ¢ COIIHEIMH
cpencrBamu ITnaroroR maleraeT U cTapaeTes HCIONLI0BATEL OeCCOK3HbIE KOH-
CTPYKITHH, TF0 COJIKAET €0 A3HK ¢ pasroBopHRIM. "CHATHE" HODMEI B 3TOH
06GNacTH CHETAKCHCA MOXET CONIPOBOKIATLCA BEIKOJIOM B I3BIKOBYIO HCTO-
PHIO, KaK, HAIIPHMEP, B CIy9ac CHHOHVMEH PA3NHIHEIX CPEICTE BHPAKeHHA
TeJH — CYIIeCTBATELHOT0, HEQHANTHBA, IPUIATOYHOT O IPENIOKCHAA, HH-
uHETHBHOTO 0B0pOTA.

(85) Boinies IpoRoNsal TOMUTECA U FOMIEH B ST0T N'Opox /| ¥HTh.

NudrmHATHE yIIOTpedNeH 3ech BMECTO HOPMATHBHOTO lieneBoro oGopoTa
* gToOH (B HeM) >xuTh. Heoxumanma, ONHAKO, HE CTONBKO T4 3aMeHA, CKOJEb-
KO HAPYUICHHE 3anpeTa Ha JeKCHYECKYK) COYeTAEMOCTR TArON0B HIOMCT U
JKHTH B paMKax UeJeBOH KOHCTPYKIHH. B MHTEpaTypHOM A3BIKE PYCCKOrO
CPeIHEeBEKOBbS — PYCCKOM LEPKOBROCTABSHCKOM — HHGHHNTHE H IIPHEATOT-
Hoe ¢ 7008 TakKe OLIIM CHHOHMMHYHEIL, HO pacnpenenceHue Hx 6ri1o o0y-
CIIOBIEHC CTENEHEI0 KHIDKACCTH KAKIOT0 K3 HHX H K IEKCHIECKOMY THAYE-
HYIC OTHOHICHHS, BUIHMO, He uMero. [IoaToMy codeTaHne OIS XXUTh I
HePKOBHOCTABSIHEKOrO A3BKA BIONHE HOPMAILHO. 3T0, 110 Boell BEpOATHO-
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CTH, HEOCOIHAHHOES MOTIATAHHAE B CTAPYIO KOHCTPYKIN K TTO3BOMACT PACKPLITE
AKINCTEHIHANLHYIO BAXKHOCTD IIOCTYIIKA NITATOHOBCKOTO I'EPOSA.

(145) JTonragna BOMINH B BOAY M HOCTOANH B Hell HEKOTOpOe BpeMs AJLT CBOCH
YHCTOTE.

Bumecto mpuIaToyHOro e (¥ (&g Toro,} wToGsl cTaTh YHCTHIMH) 31eCh
HCTIOIB3IYETCA COYETAHHE CYILIECTBHTENRHOIO ¢ TIPSIIONOM — KOHCTPYKIH A
OISTE-TAKH BIIOIHS HOPMANLHAaA B PAMKAX MPERHEPYCCKOTO M EPKOBHOCA-
BSHCKOI'0, HO SBHO OTKIIOHAIGIIAACHS OT HOPME COBPEMEHHOI'O PYCCKOIO
sispika, To, 4TO NOMIANd BOILUTA B BOLY, YTOOB! BRIATH U3 Hee YHCTEIMHE, — 04e-
BHIHOCTE OGBIMEHHON >KH3HH, I'EE el COOTBETCTBYET OOLIIEHHO NIpaBUIIbHAA
A3LIKOoBAd hopMa (IIPHIATOTHOE ¢ HTe0L); B XyaoxXecTseHHOM Mupe ITnaro-
HAOBA CUEBHIHOCTEH HET, BCE KAK OBl 33HORO, 4 TOTOMY M HA3kIBASTCA 3aHOBO
¥ HE3aBACHMO OT HOpMBL. YIMeHHO 3To0 CO3aeT HHTEHCHBHBIN 3¢ deKT "0cT-
paHeHHs", UKCHPYsl BHUMAHHE YHTATe Ha TAKHX MHUMBIX OUEBHIHOCTSIX.

InaroroB M30eraeT MONAIIPeTHKATHRHEIX KOHCTPYKIHAH U IPYrHX THIOB.
B psame ciydace IIPH 5TCM HCIOIBAYETCS IPOCTOH, HO 10 COYETRCMOCTH HEBED-
HEL HHQHEHATHBHBIA 0G0pOT:

(114) Cadporos ynpasuncs /! npurectn XKauesa.

DIIIHITHPYETCS B NAHHOM CIIyuae * yHApaBHICA C TcM, 9TO0N DPHHECTH.
MoXHO BHIETE 30eCh TAK2Ke KOHTAMHHAIMI0 JBYX KOHCTPYKIHIL:
* YIIPaBHACS ¢ HeM-J1.
* CYMEN, YXHTPHICA YTO-JI. CACIATE.
DIIHICHC TIOTHIIPENMKATHBHON KOBCTPYKLMH ¢ COYHHHTEILHOH CBA3EIO
TAKKE MOZKET paspelllaThes B HHGHHHTHBHBIH 050pOT:

(134) IalukyH e, NoKa el 110 BecTHOIONW, obayMan /f yBeIHYHTS KOTIIO-
B4 He BUETBEPO, A B IeCTh pas,

CeepThIBAHHIO 37IECh, OUEBHNHO, ITONBEPTaeTC KOHCTPYKIINA ¥ Bee oOMyMal,
H HAIYMaX yBeIHYHTE KoTHopaH. CeMaHTHUeCKUH Bec riaaroiia o0ayMai npu
3TOM YBEIIMUHBAETCH, TAK KAK HMIUIMIMTHO OH HASLIBAET IBA NefcTRHS: "06-
IyMaTh" ¥ "HagyMaTs" (="pelnuTs”").

(115) EMy HUKTO He Boapaxxal /{ 3nech HaXOAHTECA.

Ecny BHJET IMECE HIIHIICHC, TO CBEPTHIBAHHIO MOABEPracTCA BHICKASEI-
BaHHe * EMy HHKTO He BO3pAXAT H He MelIan sieck HaxoguTecs. Ilpomyck
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BRIPOKCHHS HE MEIan (W He 3alIpelaiT), OCTABHEIIEr o o cele B TeKCTe
TIPHUCYIIYIO eMy PHOHHATHRHYIO KOHCTPYKITHIO, MOXET 0OBACHSATHCS dac-
TRYHOH CHHOHUMUEH BO3PAXKATs W MCIIATS ( 3AIpeliaTs).

B peuu repoek CBEPTHBAHHE CIOJKHBIX CHHTAKCHYECKHX CTPYKTYD, 046~
BHHO, AMUTHPYET PasTOBOPHEIH T3IBIK:

(174) " 31y Ky3HIO HAXO FaNOMHHTE MOOETHTS", — CTIOKOHHO nyman Bimceit
33 TPYIIOM.

DNUTAICHCY HOOBEPTaeTCA CIOKHOIOTYAHEHHOE TIPSILIOKEH e * Hano 3a-
HOMHHTS, Y70 3TV KY3HIO HATO [TO0CHTS,

(170) Ecap oHa yMepXa, To GH pellIHA YeXaTh CTPAOATE IHIIY HA ee [eTei,

B HecoGeTBEHHO-TIPAMOR pedw Tepost CBEePTHBAHMI0 [IOIBEPTaeTeA CIOXK-
HOMOTUMHEeHHAA KOHCTPYKIWS * OH peilHl, YTO ecly OHA YMEpma, OH
AOIKCH yexa’ﬂ;.

2.5, Hapepcnsn.

WHBepCHBHBIA NIOPAJICK CIIOB BCTPEIAETCA B MNATOHOBCKOM TEKCTE Hepen-
Ko. B GoIbIIMHCTBE TaKUX CIy4aeB YHTATENb HMEST JET0 ¢ APXANIHPOBAH-
HBIM, ACCONMAPYIOUIAMCS ¢ "BHICOKAM INTHIEM”, CHABAHASHPUBAHEGM HO-
PAIKOM CIIOB B YaCTHOCTH, ¢ NOCTIOIHITHEH ONPeIeIeHAs IO OTHOMCHHIO K
OTIpeNeNsieMOMY CIIORY). ¥TIoTpeCIcHAs 3TH OCTAIOTCS, OHHAKO, B PAMKAX
CTHIIMCTAYECKHUX BOSMOXKHOCTEH CTAHAAPTHOI'O PYCCKOro A3HIKa M OTOMY B
TOJ¢ HAIETC BHUMAHN A He [IOHANaioT. Y Ka3aThk XOTeNock Gbl TONBKO HA CITy-
Yad HapylIIeHWS HOPMEI Hopsxka ciioB. JIIo0OIETeH, B YACTHOCTH, ClEdyIo-
LM KOHTEKCT:

(96) Boles He yonsiman cefle CIOBO B OTBET.

Taxkoil TOPAFEOK CIOE (BMecTO * He YCIBIIAT C/iopa cefe B 0TBET WM * He
Yoasiian cefie B OTBET C/I0BA) CYLIECTREHRC MEHACT HX [PYIOHPOBKY. B Hop-
MATHBHOM BAPHAHTE OHA TAKOBA! HE YVCIBIIAN — ClI0Ba — cele B oTBeT. ' pytiia
cefie B OTBET COCTABNACT ONIpeeiIeHUe K CII0BY CJI0H2 U MOXKET CTOSITh KK B
TPeTIO3HITHY, TaK H B MOCTIIO3UIMM K Hemy. ¥ Tliaronosa ciiosa rpymmpy-
0TCA HHAYES: He YCHbIHan cebe — CHOBO — B 0TBET. Pemamyro polb B 9TOM
Tieper pyNITHpOBKe HMEET IIO3HINA MECTOHMEHE cefe: H3 I'PyIIILL ONpeyiene-
HHA K CIIOBY CIOBA OHO LIEPEXOIUT B MPYINTY IIarona-npegukara. CeMaHTu-
9ecKHH CIOBHI 3aTPATHMEBAeT IIPH 3TOM BCE SIEMEHTH BhICKa3nBaHud. Ilpu



Sanmerr o A3vike ABapes Imaronosa 175

rharole cefic CTAHOBHTCS SHKIMTHKOM, AKTYAN3IHPYS cTapoe SHAYeHHe " nei-
CTBHA MM KAYeCTBA KaKoro-NHG0 NHIIA B 0cofeHHOCTH, TEHCTBHS THLIA CaMO-
ro no cefe 1 camoro st cebg” (Bycmaes 1959, 394), coxpanupiieecs B coBpe-
MEHHOM $3LIKE B COUETAHWNX THIA HYCTh SKHBET cebe, 4 Toi CHAM cebe u
HoMankHBaH U T.11. IpUMas, TIpeAMETHAs OTAENBHOCTE ¥ OTRENEHHOCTD MeIo-
BeKa OT ¢JIOBA IIOJYSPKARACTCS HOMUHATHBHON GopMOH CHOBO BMECTO HOp-
MansHOro P.1I. croBa (cp. nanee pasfen o OTPHLUATEIEHEIX KOHCTPYKITHAX).
HakoHell, ocTaTOK PaspyINEHHON UIHOME cebe B OTBET — COYETAHHE B OTBET
BOCTIPHHUMAETCA KK "OCTPAHEHHLI" SKBHBAICHT IIPUIATATENLHO O OTBET-
Hellf (* oTBeTHOr 0 ciiopa/ oTBETHOE cAoBG). TaK IiepeMelleHHe OTHOIO CIoBa
BBISRIBACT [IENHYIO CEMAHTHYECKYI PeaKLHI), H BO3HHKAET TEKCT, aJexBar-
HBIH cHTYAITH GE30TRETHOCTH.

3, BHyTpH 1 Ha ¢oHe ONMACAHHEIX CHHTAKCHYECKHX ABIEHHH IIPOMCXOAST
nedopMariy rpaMMaTHIecKHX $OpM H UIX 3HAYCHHH.

3.1. Bo3poxKneHne IIepBAYHOA IMpAMMATHIECKON QYHKINH,

Ha ypoBHe rpaMMAaTHK¥ OTK43 OT HOPMBI BEIPAKAETCS TIPSXKJIE BCETO B
"oTMeRe" BTOpPHIHOH (MCTOpHYecKM Gonee IOMIHEH) IpaMMaTHIeCKON hyHK-
MU H BO3POXKICHUE TEM CAMEIM PYHKITHH MepPBHIHOMH.

3.1.1, Tax, HAPHMED, B TIPHIAraTeILHOM MOXKET aKTyATHIHPOBATLCS I'Ia-
TOJIbHO-TIPHYACTHAS] CEMAHTHKA:

(181) HacTsa npoTAHy/a CBOIO TOHKYIO, KAK OBEUbA HOXKKA, SAHEMOTIIYIO py-
Ky K AexadeMy /! Ha JBOpe KOIXO3y.

OGCTOATENECTBEEHBIR PAcTIPOCTPAHHTENE Ha JBOPE HAPYILIAET COMETAEMOCTE
IPHNATaTeNLHOTO JEKAYHI, TAK 4TO B HEM OKHMBAeT NIaroii-Has ceMaHTHKA 1
DHO BOCTIPHHHMAETCSH KaK NpHYacTHe (BMECTO * K mexxarieMy Ha JBope KO-
X03Y, TAK KAK KONXO3HHKH JeHCTBHTENIEHO JexKaiH Ha npope). Hecnonsaosa-
HHe NexXaTHH BMECTO JeoKalllHH TIPUBHOCKHT B TEKCT CMEBICIIE], 4ACCOHHHDPYIO-
IIHecs ¥ YHTATENA CO CIIOBOM JeXKayHH, KOTOpOoe B COBPEMEHHOM PYCCKOM
A3BIKE BCTPEAETCH JHIMbL B HEXOTOPbIX YCTOHURBLIX BHPAKEHANX (ITOX JexKa-
yHil KkaMeHbh Bola HE TeqeT, Jexxadyero He 6sro7). IIpH 5TOM HIHMOMATHYeCKH
CBAJAHHOES JHAYSHHE HTOTO CIOBA CTAHOBHTCH KaK OBl BHOBE CBOSOIHEIM, H
BO3JPOKIBETCS CTapasl paIroBopHas (opMa IPHUACTHS Ha -4

(144) [...] crazan onHH IOAKYIAYHNK, VeuHeHHH // oT HaceneHna Ha Opr-
IBOpe 3a CBOH Bpexl,
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PacripocTpalATeNH ¢ MpeIIoraMy OT H Ha aKTYAlM3HPYIOT B IPHIAT ATENb-
HOM yeNHHeHHEN er'0 IePBOHAYANEHOES SHAYCHHE TIPHYACTHOH OpMBL

XapakTepHBIX 4 [IACOIOB PACHPOCTPAHUTEIE — HApeule — MOXKET aKTYa-
THIHPOBATh TIArOIEHYIC CEMAHTHKY CyGCTAHTHBIPOBAHHOIO IIPUIIAr ATEBHO-
ro; CYyGCTAHTHBALTASA IIPH 3TOM "CHUMACTCA

(103} On moﬁﬁn TOr'I2 CISOUTE 32 HPOXOXKHMH MHMO.

3Iech MOXKHO BUIETh KOHTAMHHAITUIO mayx COYETAHMN;
* 32 APOXOKHMHE
* 33 HPOXOXAITHMH MHMO
CHPOBOI.IHPOB&I—IH&SI HApCUYHCM MHMO aCCONHAIIHA ¢ TPUIACTHEM AKTYaNnH3y-
pyeTr BHYTPeHHIOD (GOpMY CIIOBA HPOXOKHH — 3T0 "TOT, KTO IPOXONAT {MH-
Mo)",

3.1,2. I'maronsHocTh MOXKET AKTYAIMSHPOBATECS B B OTTIIATCCIBHOM CyHIE-
CTBHTEITRHOM:

(93) Hounoit xocaps // Tpapp! BHICTIANCA.

OTriarontHoOe CYINeCTBATENLHOE KOCAPS YIIOTPeGIIeHO € PacTIpOCTPaHHTE-
neM oGBEeKTHOTO SHAYEHHA Tpass! (Cp. KocHTs Tpasy). C omHON CTOpPOHE,
97lech MOJKHO BHAETE acToe ¥ [InaToHoBa 110 BO3MOMCHOCTH NOOPOGHOE Ha-~
JBIBAHYE H HOACHEHHE NPSIMETOB MHpa Kak OH M3 HAMBHOH IEPCIICKTHER
(kocapb — 3T0 TOT, KTO KOCHT TPaBy, OTCKONIA KOCAPs TPABHL); C NPYroM cTopo-
HHL, 9TO YKa3aHHe Ha CYIIECTBO NEHCTBHH kKocaps, HOO OH, C TOUKH JpeHus
aBTopa — ¥ yOuifiia TpaBs! (CM. MPHMEP B HATAIIS CTAThHIH).

(97) Urokenep [Tpymiesckuit yike ¢ IBANNATY IATH MET TOYYBCTBOBAIL CTECHE-
HHE CBOEI'0 COAHANUS i KOHELl TansHeHineMy // morsTao I xuzum,

B 3TOM KOHTEKCTE, PI¢ HOHHMAHHS XUIHH eCThb CItoco0HOCTE BMECTHTh €8
B COIHAHHE, CJIOBO ITOHATHE IIPENCTACT B CROCM STHMONOT HYIECKOM JHAYCHHH

HA3BAHMA NeHCTRHA "B3ATS, MPHEATS (B celx)"

3.1.3. CiroBa, OTHOCHIINHEESCA K TAK HAIHBaeMON KaTeTOpHH COCTOSTHIS, MO-
I'YT MCHONB30BATECS B MEPROHAYATBHON QYHKIINH HAPSUHs:

(102) X1 emy cano merko s/ secnsniHo // BHyTpH.
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Hogas (ucTopuuecky crapas) GyHKIMS TOTIEPKABAETCS M TIOJCKAILIBA-
eTCA 37eCh OTHOPONHON CBA3LIO ¢ HApedaHeM JIerko.

(150) OH 6eamomeHe MOOHI GeJHOTY, KoTopad [...] XeaarensHo pBAIACH BIIC-
pei B HeBenomoe Syaymiee.

3.1.4. Hapeuvie, gpnsiionieecs 1o IPOHCXCXKACHHIO COMETAHUEM CYIIECTBH-
TEJBHOTO ¢ MPEITIONOM, MOXKET STHMOJIOTH3HPOBATLCS!

(117) — A nna wero, Tosapun Cagporos? — nprenynancs Bomes wagaiim ff
capad.

Hapeune nafanH, MCHONLI0BAHHOE B coueTaHHH ¢ P.II. capas, pacnapaercs
Ha CEOH YTHMOJIOTHYECKHE COCTABNAIONNE B3 + Jaymy (IIpHYeM yIapeHHe 1ipy
9TeHWH COXPAHSIETCs Ha IpeioTe K3, YTO OTBeHaeT HopMaM cyGeTasnapTHO-
ro, IAaNeKTHoro A3kika). MoXXHO BANETE 30eck TAKsKe RIaHMOHAITOKEHHE
IRYX BRICKA3BIBAHMINA:

* MPHCAYIIANCSA H3TAAH

* OPHCAYIIANCSA H3 NITYOHHE capas
HeofruHoe ynoTpe(IeHHE YCHIHBAST 3JECh IIOITH OO ['POTECKA NIpeNcTaBae-
HHe 0 HeoObhualfHO NIHEHOM capae, B IIyOHHe KOTOporo Haxonwres Bomes.

(100) TTHCHMO CECTpE OH OTTIPARHII B XOTEJ TENEph YIHOPHO NeHCTROBATS [...] I
cTpouTh moboe 3panue & /f wyxoH // npok,

B Hapeuwe Bripok "BpesaH" pacTIpOCTRAHATEND TYKOH, TAK UTO 9TO COYETA-
HHE CIIYZKHWT, IO CYTH, BJUIHHTHPOBSHHJ:IM, CBEPHYTHIM 3KBHBAIICHTOM BLICKA-
SHIRAHMS ¥ CTPOHTS BIOPOK A KOro-T0 4y>Kpro.

3.1.5. HemlpuBLI9HASA, HEIPABHAEHAA COYETaeMOCTE RO3BPATHRIX I'IATQNOB
MOMeT OOHAKATh IIPOHCXOXKNCHHE UX U3 COYETAHH A N'1arola ¢ BO3BPATHRM
MecTouMeryeM B B.an. e

(80) Bouler coycTHIICS IO KPOIIKAM 2eMIIH B OBpar H JIeT TaM XHBOTOM
BHHE3, UToOBl YCHYTD U paccTatscs ¢ il coboro.

HapmoM B KOHCTPYKUHH IIPOXOJHT MEXKIY IPEIJIONOM ¢ Y BOSBPAaTHBIM
MEeCTOUMEHHEM co0010, TAK KAK HapyIIacTCs 2aNpeT Ha COYeTaeMOCTE TIIarona
paceTaTscs (C KeM-11., ¢ 9eM-1.) ¢ 0003HadYeHHeM cyGbeKTa JeliCTEHA. 3Haye-
HEA 060MX KOMIIOHEHTOR KOHCTPYKIMH NehopMHPYIOTCA, UTO CPeICTBaMH
HOPMATUBHOI'C A3BIKA MOXKHO Opl10 Obl mepepaTh CHeLYIOIIHM o0pazom:
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* paccrars ceba ¢ coforo. Tak coH IpeAcTacT KAK PACCTABAHHE IEYX CYIIHO-
CTeH, COCTABILAICIINX 9eNIOBEKA, a IPH JaTkHEHIIEM NEHKCHAHY BrTyOhL BHYT-
peHHBe#l GOPMEI CINOBA Pac-cTaTh-CA — KaK "Tiepe-CcTaTh OLITE", KAk BpeMeHHAs
CMEPTB, .

B BO3BpaTHOM Iilarolie, NOCTARICHAOM B HEIIPHBRIYHLIC CHHTAKCHICCKH
YCIIOBHS, MOKET HEHTPANMI0BATECH PASHUIEA MEIUANLHOIO W IIACCHBRHOTO
dHaueHul; 004 OHH NPEerHaHTHO IPHCYTCTBYIOT B TIATONLHON dopMe, TT0
CITYKHT MHOT'O3HAYHOCTH TEKCT!

(183) Unknun Bce epemst pepaxkan Hacrio npu cefe, cofipasces yidTH ¢ Heil Ha
KOTNOBAH, HO 32ACPIKHBAICA NPOHCXOATIHMEA YCAOBHIMH,

Ecuinit 651 TOUKA CTOATA TIOCTe 330ePSKHBAICS, 9Ta (opMa BOSBPATHOI'O TIia-
rofa ¥Mena 5l ONHOZHATHO MeIHATBHOE 3HadeHue (= "oH ocTarancs”). Ho
PACTIPOCTPAHKUTEND B T.II, CMeIaeT CEMAHTHKY IIArola, aKTYATH3ApY Iac-
CHBHOe 3Had9cHHe (= "ero sagepxkam”). Cp. Taroke:

(158) Mo xonaxoaHoH yIHIe TAKKE HAXOAHIHCH HE3NEITHES JIFOIH,

3necs MOXKHO BHIETE KOHTAMHHAIAIO TBYX KOHCTPYKIHHA:

¥ o yaHIe I He3ReniHAe TI0RH

* Ha yHaHQe HAXOAHIHCh HE3NCHTHHE TIOOH
OnHOBpEMEHHOE BOCIIPHSATHE JTHX KOHCTPYKIHN YHTATEIECKHAM COZHAHHEM
e opMApYeT MENHABHOS 3HAYCHHE BO3BPATHOM (GOPMLI B Hel aKTYaIH-
SHPYETCs W TIACCHBHOE 3BAUeHNe: * HIs N0 YIHLE, MOKHO Obi70 HANTH, YRH-
HeTs HeafemHux monei. Braronaps stomy 3¢ dexTy TpoHCXONAIIEe MOXKHO
- YBHIACTH KaK ¢ TOYKH IPEHHA CAaMHX HAYIIHX 110 YIHIE MONeH, TAK A BHEId-
HET'O TI0 OTHOMICHKIO K HEM HABIonaTes.

3.1.6. HapymieHHe CHHTAKCHISCKHX CBA36H, B3aHMOIEHCTBHE 110 acCOIHA-
IIUH PA3NTHTHLIX KOHCTPYKIMHA MOXKET BEIIBIIATD NEPBOHAYATEHYI) CEMAHTH-
KY TPAMMATHYECKOM, B HACTHOCTH ['IAr'OIBHOM, (hopMEI:

(168) XKauer cImois ¢ KpuUILLa, BHERPHICS /f CpeaH CYeTAMXCS HOr H HAYAR
cIpocTa 6paTb IIEO]ICﬁ 38 HIKHIE KOHIIBI H OHPOICPIH])IBaTB JLIIA OTHBIXA Ha
BEMIIO.

ACCONHATHRHO CBA3AHHBMH OKa3HBAIOTCS 3IIECH (B KOHCTPYKIIHH!
* pHenpHTHCA (KyHa?) B
* oxazarscs (rue?) cpeau
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BrauMoeiCTEHE MX CEMAHTHKH TIPHBOIUT K TOMY, UTO FIArON BHEAPHICA
NPUHHMAET B ce05 JHAYCHHE 0Ka3aicA, H, TAKHM 00pazoM, Solee BHITyKIOH
CTAHOBHUTCS ¥TUMONIOTHYECKAs TeppeKTHAN CEeMAHTHKA COBPEMEHHOH pyc-
ckoil (hopMbl TIPOIMEHINCTO BPEMEHH — CEMAHTHKA HelCTBHA B IIPOILIOM,
PEaYIBTAT KOTOPOTe HAOMIONACTCS B HACTOMIIEM.

QXMEBJICHHE STOI0 3HAYEHHS, TOIBKO HHHIM CIocoG0M, TPOHCXOMIMT H B
ClIEOYIOIIEM TEKCTE:

(128) I'poMamHEEeiH [...] ronBf 9emoBeK CKAZAN HE Cpasy CRoe CJICBO, OH CHA-
4ana ONYCTHII MoJ0BY H HApsLXEHHo I coobpazui.

CHHTAKCHC 3JIECh CIIOMAH HapedHeM HAHPAXKEHHO, KOTOpOEe HApyIIaeT
KOHCTPYKUH NOCNENCBATENRHEX TeHCTBUN (¥ oH OlIycTHI NONOBY H C006-
pasHm). I'paMMaTHYECKH Pasliajl COCTOHT B HecOOIIONeHHH 3alIpeTa Ha cove-
TaeMOCTh 3TOINO HAPCYKA C IIAarclIaMH COBCPINCHHCOT DO BHIA. Hp]d TAKOM YIIO-
TpeSIcHHE HAMPANEHHO BOBIEKAET B TEXCT CEMAHTHKY HECOBEPIISHHOIO BH-
na, ¢ (opMaMH KOTOPOTO 3TO Hapedne o0aHO Menonbayetcd. Boccoamaerces,
TakHM ¢Opa30M, 3aHOBC HEPaCYISHEHHAS B BUIOBOM OTHOIIEHHH I'JIATONBHAS]
dopma ¢ aprkuM NepeKTHHIM JHAYEHHEM (* OH HAIPKEHHO cOoobpaxXal H
coobpasnrn).

3.2, P.u. H IpHIAT&TEIEHOE.

B morpasBaHoil MEXIy MPAMMATHKOH H TeKCHKOMN 06IacTH NeXXUT eIk
AR xapaxTepHBIX At [InaTonoBa ynoTpeGieHUH, CBA3AHHNX ¢ HEHOPMATHE-
HEIM HCITONEBICBAHAEM CHHOHHMHYHEIX $hopM. Peds HIET 0 KOHCTPYKIIHAX,
pacipefieicHie MeXTY KOTOPEIMH MEHAIOCE Ha TIPOTAKEHHH HCTOPHH FyC-
CKOT0 IHTePaTypHOro A3BIKA. I103TOMY BEIGOp HEAKTYAIBHOTO IS COBPEMEH-
HOH HOPMbl CHHCHWMA CONPOBONKIACTCS BHXOIOM B A3LIKOBYIO HCTOPHIO H
BOIPOXKICHHMEM CTAPBIX SHAYEHHH.

KoHCTpyKITus ¢ IpHEMERHEIM P11, - ofiHa M3 Haufomnee yacTOTHRIX ¥ [lna-
ToHOoBA. [To IPOHCXOXKNEHHIO 3TO KHHXHas $HopMa, YHacIenoBaHHasl Pyc-
CKHM JIHTEPATYPHEIM A3BIKOM U9 [EPKOBHOCNABIHCKOTO, [IE OHa B CROMO
ogepens 000CHOBANIACh B 3HAYUTENBHON CTETIEHH TION BIHIHHEM PPEeUecKOoro
A3bIKa, H YXpenHBIIAACA IION BO3AcHCTRHEM (PAHIIY3CKOr0 CUHTAKCHCA.
JxcnaHeHs P.n. IPHUMEHHOTO B COBPEMEHHOM A3EIKE UIIET B OCHOBHOM 4e-
pea KHUKHYR, HeNOBYI0, TaseTHYIO ctephl sA3nika, Jlng nansHeiero Kom-
MEHTapHsA K IpAMepaM HeoOXOOMMe OTMETHTb, YTO PAMMAaTHUECKB CHHO-
HAMUYHbIE POPMEI P.1l. H IpHAaraTelbHOre CEMaHTHYCCKH 3a49acTYIO ACHM-
METPHIHEL 3TO 03HAY4ET, 9TC 3aMeHa OMHOH (opMEI Ha JPYTyio BiedeT 3a
cobol u3MeHeHue cMbIcTa. [IpH HeKOHBEHIIHOHANEHOM OTHOINCHHH K CIIOBY



180 Maprua Bobprx

(B XyIOXKECTBEHHO-TIOSTHUECKOM COBHAHAM, B TPANHIHOHHOM PENHTAOZHOM
M TPATUIAOHHOM (PORLKIOPHO-MHDONOTHIECKOM, B METCKOM. COSHAHME)
BCAKAA 3aMCHA ONHOH $opMBI HA IPYTYIO CO3[AET COBHMI B 3Ha9eHHA. Jo-
CTATOYHO BCIIOMHMTE B 3TOM CBSA3H, YT0 HATAJIOM PACKOJA B PYCCKOW IEPKBH
B 17 B. IOCIYKUN KOH(IIMKT HAKOHHAH K CTapOOGPSIIER BOKPYT JAMEHEL B
Cumpone Beptl coueranms Jyze seraansut Ha Jyrme HCTHHEY HOCHTEIH Tpa-
DUIMOHHOIQ ASBIKOBOrO COZHAHMSA, CTAPOOGPSIITE], OTRAIHBALUCH NPHHSTD
3aMeHY IIPHIArATeNLHOTo Ha P, Tak Kak, N0 AX MHEHHO, TIPH STOM H3Me-
HAICA CMBICK TeKeTa, Y [DIaTOHOBA HAPYIIEHHS] HOPMEI YIIOTPEGICHHST 3THX
thopM TICTYMHEHEE TIOMCKAM HOBBIX HITH NEPBOHATATLHBIX CMBICIIOB, CTPEMITS-
HUI K YMHOXKEHHIO CMBICIIOB.

{121} ¥ xoro B IITAHAX IEXKUT OHICT HAPTHH, TOMY Hajo Secnpepbipro 3200~
THATECST, UTO0 B Telle GbUT SHTYIHAIM TPYLA.

Ynorpebnerne P.ar. sMecTo mpanaraTensHoro B COUETAHAY OHIIET HAPTHH
(BMecTO MapraiiHbIE OHECT) AMeeT Npeskie Beero QyAKIo "ocTpareHus".
PagpylieHde MPHBLIMEHONO COYCTAHIS, B KOTOPOM 3HAYEHHAS KOMIIOHEHTOB,
0co0eHHO CHOBa O/UfeT, B HIBECTHOH Mepe CTepIHCh, BOCCTAHABIHBAST EPBO-
HAYATBHYIO CBEXKeCTh STHX 3HAYCHUH, bHfeT BHOBR MIOAJAeT B CROMCTBEH-
HEIH €My Kpyr" NEKCHUECKHX AcCOIMAHH (OHICT B TeATp, B HHPK, Ha CTATHOH
u T.IL), 2 P.n. maprasa akTyanuIHpyeT SHadYeHHE NPHHALNCXKHOCTH (ORmeT
HApPTHH = OHJIET, BRIRaHHbH HapTach H e NpHEATNCIRAITHIY).

B COUCTAHHH SHTYIHAIM TPyXa (BMECTO * TPYOBOH SHTY3HAIM) Ha TEp-
BHIM ITAH BEITBRIaeTCA QYHKIMS YMHONKEHHS CMBICITOB. CMBICTIOROE YIape-
HHE IIepeMeInaeTes CO CII0BA 3HTY3HA3M Ha CIOBC TPV, I{pOM(’.'l TOrQ, Kade-
CTBEHHEE OTHOIICHUA B JAHHOM COYETAHMH Mpeolpa3yloTcs B CYOLEKTHO-
ofbeKTHHE, uro 11U IlnaToHOBa B TeMe Tpyla cogepsKarensHo BaxxHo, [IpH
sToM P.o. cyOnekra (* aHTY3HAM, coo0IacMBIl TpyAoM) H P11, o6tekra (¥
SHTY3HA3M K TPYLY, B TPYHS) CIABAKTCA B OGHOM CIOBE, UTC H II0IROJSET
BHECTH B KOHTGKCT [OIONHWTENLHBIE CMbLICIE IPH 3KOHOMHHM PEedeBbIX
CPelLCTB.

{186) Bomer nomusan Hactio Ha pyk# [...] B ¢ 2kaaHOCTEIO // CTACTES MPHIKAT
ee K cebe, Hating OOMNEBINe TOrO, 4eM HCKaJl.

BrGop BeogHO3ZHauHOH ¢opmbi P.1. 06ycnoBleH, 04eBHAHO, CTpEMICHNA-
€M TepelaTh CIOKHOCTE YeloBeUecKol 3MOIHIH. 31a $opma MOKeT GLITh B
paBHoil Mepe TOHATA | Kax P.1. o6BexTa (* JkagmocTs cYaACTsd = KaXKIO2
CHACTEA) H Kak oIpefeldTelbHuN P (* ¢ XagHOCTLIO CYaCTAHBOIO
YemoBeKa).
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Cp. Tak:xe NIPEAENbHOE pacITHpEHUE SHAYEHHSA ONIpeficIeHN A NPH BHGope
¢dopmur P.In:

(90-91) Ha BHIKOIIICHHOM ITYCTLIpE 11aXJI0 yMepiedi TpaBofi B CBIPOCTBIO 00Ha-
JKeHHBIX MECT, OTHer0 ACHEe UyBCTBOBANACH OO1ias rpycTs KH3HH H TOCKA
TINETHOCTH.

(148) Bx3 NepKBH pocna crapad 3a6BeHHAA /f Tpasa M He GHUIO TPONUHOK
HIIA NIPOYHMX YEINOBCHUECKHX TIPOXONHEIX CICIOR,

¥ noTpebiieHNE IPMIAraTeIbHOT0 YCIOMKHIET CEMAHTHKY BCEr0 COUSTAHMS,
cooblIas CIOBY Tpaba HepaC'wieHEHHOE CYOReKTHO-00 BLEXTHOE SHAYCHHE!
* Tpapa 3a06BeHHd (= Tpapa, OTOHBAMOINAs ITAMATE)
* Tpaga, 0 KOTOPOH H0330b11H.
O6peKTHOE 3HAYEHHe "M03abbITLIi ", CYINecTROBaBINCE paHee B A3kKe (ans,
I, 551), n3-3a HENMPaBHNEHOM COYETAEMOCTH BHOBS AKTYAITHZHPYETCH,
HocraToano gacto ¢opmMa P.o. — kak npaeuno, 31o uwenodky P.ar. — moss-
JIAIETCA B TEKCTE KAK MMHTALUA A3bIKA MA3eT U JIOIYHTOB:

(134) Torga IMamxxA Donoxkul GyrepSpon ofpaTHO B KOPIUHY st GyMar,
G0ACE, UTO €0 COYTYT 34 UeNIOBeKA, KUBYINEro TeMITAMH SITOXH PEXHMA K0~
HOMHH,

WHo# KOHTEKCT 1A Leflouek P.o1. — 3To BHYTpeHHAs pedb ['epos, B KOTO-
poit ¢I0BO — YEPHOBHK MBHICITH H ¢pas’a MoxKeT THHEHHO HApallluBATECH [0
GeCKOHEYHOCTH:

(175} IlpyuescKoMy Ka3allock, YTO BCE UYBCTRA €10, BCE BIEYEHAA H TaBHAA
TOCKA BCTPETHIICH B paccyIKe H COIHATH caMBX cefs 0 caMOoro NCTOUHHKA
TIPOMCXOMCIEHU S, HO CMEPTEIEHON0 YHHYTOXNEHHA HAHBHOCTH BCAKON Ha-
JEI TR

3.3, Mena iaHol B Ge3nAuEOl KOHCTPYKINHI,

IlpuBHeceHNE B TEKCT HOBBIX CMBICIIOB MOSKET OCYLUCCTBISTECA TAKOKE 11y~
TeM 3aMeHH 03KMIaeMOll JIMYHOR KOHCTPYKIMH Ha GE3MMYHYIO, KAK 3T0 Hpo-
HCXOMHT, HANPHMED, B CIIETYIOUIEM KOHTEKCTE:

(108) TlepecTaHb OpaTh CIOBO, KOI'Ja MHE CHHTCH, a TO Ha TeOs 3asgBNcHHE
momam!
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Bezmiunaa xorcTpyKima ¢ JI,1, cyGrexTa (MHe crnuTes) ynorpebiserca B
OPHRATOYHOH 9ACTH BMECTO JIMYHON KOHCTPYKOKE * s crmio. CIBUI B 3HA-
YeHHMH TpeNoKeHHst GopMHPYET NpelicTaBlieHHe O CHE KK 0 He SaBHCAIIIEM
OT cyGbekta npouecce. Tak rpaMMaTHYecKas COMAHTHKA BOCTIPHHAMARTCA Ha
YypoBHEe 06pa3HO-CHMBOIHYECKHX. CMBICIIOB, C mpyToli CTOPOHK, NOCTpPanBA-
©TCs AHTOHUMUYECKAA TIAPa MHE HE CIHHTCS — MEE CITHTCA (= A XOPOHIO CITIIO).

3.4, TpammaTHKa OTPHITAHWS,

B ofnacTy OTPHIIAHMA SHAYHMBIS OTKIICHEHUS OT HOPMBE TAKIKE MCOTYT CO-
BIATATH C TIPSMIISCTBY FOIIHME COCTOAHHAMHA A3bIKA:

(152) Comrnie /i ge 65170 B TIpHpONe HU BUepa, HH HLIHYE.

OK3HCTEHITHANBHLIN CMBICH TIarona OkThs MOOIepKUBAETCS yIoTpebile-
Huem Wm.1. BMecTO HOpMaTHRHOTO P.OI. oTpHUanua (Cp. * conrua He ORINO).
BhbITe BRICTYIIAET B 3TOM KOHTEKCTE B IIPerHaHTHOM BHAYCHUM "CYLIECTBO-
BAThH", TAK UTO MOKHO BHIETH 3[€Ch B3ANMOHATOKCHEE NBYX KORCTPYKIIMEL:

* CoMHLIE He CYLIeCTBOBAI0

* conHIa He ObLIO,
WaGupaemast IInaToHOBHM KOHCTPYKIHNA BHIIATAT HE TONBKQ AaHOMAJIBHOM,
HO ¥ apXawvHOH, TaK KaK KOHKYPHPOBABIIAS B HCTODUH PYCCKOrQ A3RIKA ¢
P.ut. orpuiranmns ¢opma VL. B ontpefiellicHHBIX YCIOBASX H B ONPEIeTeHHEH
TIepHON IIPH3HABANACH HOPMATHBHOMN. B TO XKe BpeMs aHOMAJbHAs IIATOHOB-
CKasl KOHCTPYKIIHA aCCOLMUPYETCA € IIPEIIOKEHHIMHA THIIA OH He GBIT KoMa,
UTO 3ACTABIACT BOCIIPHHWUMATE COTHITG KAK JKHBOC CYHICCTEQ,

(140) Y Hac cTHXHH cel9ac HeT HH KAarili, ZeTsCA /f HuroMy /f Hekyaa!

Ycunenne omyIieHHs G63RICXOIHOCTH, 3aN0XKEHAOrO B 3T0H hpade, mo-
CTHr2eTCA ABOHHEIM OTPHIAHHEM — H B MECTOHMEHHNH CyOHeKTa, H B 06CTO-
STEILCTBEHHOM HapednH (BMecTo * JeThes BCEM HekYHa). DTa HapylIeHHAs
OTpHIIATEINBHASA KOHCTPYKIHS XapakTepHa TakKe I pasTOBOPHOro A3BIKA,

4.1. PaspymieHue HIROMHL

Ha ypoBHe NeKCHKH HapyMeHHe HOPMAaTHRRBIX CHHTAKCHIECKHX CBSIIH
Haubolee APRO MPOSBISETCS B COUSTAHUAX MIMOMATHIECKOTO XapaKTepa.
ITpu sToMm addeT "ocTpaseHns” TeM peade, HeM GoNbIe CTeNeHs ceMaHTHYe-
CKOI HEPacUIeHUMOCTH KOMIIOHEHTOR HOHOMEL PaspynIeHHI0 MOTYT IION-
Beprarscs (ppaseonorHieckHe COUeTAHNS PasiHIHbIX CTHIACTHYCCKHAX Chep -
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HelTpansHoH, 06IEeNHTePaTYPHON, Fa3eTHO-NYOIHIMCTHYECKOH, KaHIIEIap-
cko-nenoroii. MexaHnaMbl HapyieHu!t MoryT 6LITh TIPH 3TOM BECEMA PasHoO-
ofpazHB. PaccMOTpHM psll TPEMEPOE 13 TEKCTa NMosecTy "KoTnosal",

(144) nHpexTHRA He CHYCTHIIACH HA KOAXO03

HCXOIIHHM IJ151 3TOTO COUCTAHHUA SIBNACTCA TaA3ETHLIN IITAMIT COYCTHTEH
AHPEKTHBRY (KOMY-JI. OTKyHa-1t.). 'paMmaTraeckas TpaHchOpMallus COCTORT
afech B 3aMEHE IACCHBHON KOHCTPYRIMH (THna * nHpexTHBa Oblaa cIIyIICHA)
Ha MeJWAaNbHYI0 (HHpekTHBA He coycrunaacs). CEBAT B 3HaYeHHH IJiarona,
oBycIoBNeHHBIR 3TOl TpaHCopMalMef, HaIpaBNeH B CTOPOHY 3IHAYCHES
KOHKPETHOTO (PHEHYECKOro NeicTBHA. VIHHMH CIOBAMH, aKTYATH3HPYETCs
TpAMOe 3HAYEHHE CIYCTHTECA KAK TIarceda OeHeHHs, CooTReTCTBEHHO H3-
MeHdeTcs H YIEpaBIeHHe Miarona: sMecto Jl.o. oxxunaeMoii TacCMBHON KOH-
cTpykIMH — ¢opma B.11. ¢ mpennoroM xa Menuanbioro obopora. Tak BoaHu-
KaeT ofpas THPEKTHBH KaK [1apalliora WIH JHpHKa0g, KOTOPLIH cIycKa-
€TCH HA KOJIXO3 OTKYIA-TC CBEPKY.

(137) Koanos nponoiDKan IesKaTh yMOIKIIEM o0pasoM, 6y Iyau yOUTRIM.

PaspymenHe HIMOMEl Tak#M 06Pa30M IPOUCKXOIHT IYTeM JAMEHbI MECTO-
HMEHHUS TAKHM Ha KOHKPETHSLIH CTIpeleANTENb — NIpHYacThe ymMoaxiiaM. Co-
YeTAHHE B LIENOM YTPaYHMBaeT MIHOMATHYHOCTE H NpeolpasyeTcs B ¢BobOI-
Hoe. [Ipd 3TOM aKTyanM3upYETCA MEPBHYHOE JIEKCHUECKOE 3HAUSHHE CIIOBA
ofipa3, CTEPTOE B HIUOME TAKHM 00pa3OM B TIpeoOpasOBaHHOE B ITEPEHOCHOS
sHaveHue "Crocol, cpellcTBo", a IMEHHO "Bii, BHEITHOCTE, Urypa, o4epTa-
uue" (Jlans, [T, 614). BsarmoHanoxeHne BYX 9THX 3HAYCHHH YCIOXHSET Ce-
MaHTHKY CJI0BA 00pa3 H JI03B0IIACT U3 TIEPCTIEKTHBE HAHBHOTO HaGIIOoaTe s
OIIMCATE MEPTBOI'O — 3TO HENOBEK, ¥ KOTOPOTO JTHIIO U Bechk OOMHUK YMOJKIIH.
H apgeck B TONCKAX HAYAALHEIX CMBICTOB II1aToHOB Kak 6bl pacKpy4YHBAET Ha-
3aji HICTOPRIO CTIOBA 1O TOM TOYKH, FIe cleBa 08pa3yIoT KHMBbIe U 'I0KHE cO-
9eTaHH, eIIe HE OTBEPIEB B cHOBECHLIH GoK. Cp. B 5TOH CBA3H MeHE3HC Ja-
THHCKHX COUETAHWH IIPUAaraTelbHOro ¢ 20IaTHROM mente ¢ JANLREHITNM UX
mpeofpasoBaHUEM B HAPeWHs POMAHCKHX SI3BIKOB TUNA ¢p. lentement < lente
menie 1 T.IL

(128) To 1M OH YTOMHIICS HIIH K€ YMHPAN 0 MEIKHM HacTAM H2 XoAy //
MKHIHH,

PacripocTpannTens B opMe P.IL JXH3HH pazpylLIaeT MOIAOMY Ha xoxy. IIpn
¥TOM WCXO[HAA €¢ CeMaHTHKa (IHaueHHe "noxons", "He TIpHaBas 4eMy-IL.
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non

3HAdeHUA", "He yleias YemMy-IL BHHMAHIA") CYIIECTBEHHO pacmupsierc. Ho-
BHC 3HAYCHUS aKTYAMUIHPYIOTCA IIPH ACCOIMATURHOM COOTHECEHUH COUETA-
HUA Ha XOAY JKHZHH ¢ KOHCTPYKUHAMH TUIIA Ha XOXY HNOe344, Ha XOJOCTOM
X0y, MeXaHHIM Ha X014y, MATUHHEA HA XoRy U T.1I. B cione xoa oxuApaeT mpst-
MOC 3IHAUYCHHC CbHGHHGCKOI"O' JBHKCHHSA H TePpMHHONOMHICCKOC 3HAYCHHE
INBIKEHHS MexaHu3Ma. Takem o6pa3oM, B COUCTAHUM Ha XORY KH3HH pea-
TMUIYeTes CYIIecTBeHH0e N1 yMoHacTpoeHHA IInaToHoBa IpencTaBNeHAS O
KH3HA He TOILKO KAK O IYTH, HO H KaK O IBHXKYILIEMCA MEXaHHIME,

(94) Bo sceit Poccru Terteps MOKOT TIONH 00 APpasiHEK /f corpanasma.

Coueranne 1roq Hpa3aHHK YIOTPEOIAETCS B PYCCKOM A3BIKe KAK CAMOCTO-
ATETRHO, TAaK H ¢ PaciIpoCTpaHUTeIeM, KOTOPRIH MOIKeT OHITh BEIPasKeH TIPHITa-
CATENLHEIM ([TOX CBETIENH PA3THUK, O] O0AEIION NTpa3RHHK) Wi GopMoii
P.0i. cylIeCTEUTENEHOT O, HAILIBAICIIEr 0 OHPEIeIcHHHY TIPasiHuK. ({Hox Ipa-
aguuk Tlacxy), HapynmeHue TtocneqHero ycnosust B Tekcte IlmaToropa sip-
IgeTcH CHeNCcTBHeM KOHTAMHHAIMH HOPMAaTHBHOH KOHCTPYKLME O Hpazi-
HUK + P.II. 4 MAMOMEl B3 'a3eTHOO oBHX0Na NpasaHHK COMHAIH3IMA. Pas-
Iazn MeXJy clIoBaMH O0YCIOBIIEH 9/ECh TeM, ITO B IPOTHBOPEYNE BCTYTAIOT
KCHKPETHOE U IIEPEHOCHOE, HEHTPAJIBHOS H MajcTHOE JHA9eHHA CII0Bd Hpas-
ik, Kak H B APYTHX cAydasy, PacHar cIIOBECHBIX CBAIEH OTPasKaeT HECOOT-
BETCTBHE CIOR PEaNibHOCTH. PanpriB cBsacH npoxom'rr Hepe] CIIOBOM COoLHa-
JIH3MA, KOTOPOE TEM CAMBIM OKa3bIBacTCs! BHE COMIACOBAHHOCTH ¢ NpPYTHAMA
CIIOBAMH, TIOTOMY YTO IIPOHCXONAIIES IOHATHIO "COIMANHa3M" He 0TBeYacT.

JucTannyst B OTHOWIEGHHH KHHXKHOHN TPaTHIHH IIPOABIIETCA H B paspy-
ImeHu# cogetanmii Tra figura etymologica, MHOTHE H3 KOTOpHIX ITpHOGpeH B
THTEPATYPHOM S3LIKE XapakTep HEHOM Gliaronaps yroTpeGHTEMLHOCTH B A35-
ke buOmi.

{102} ¥ emy cTamno merko H HeCIBIGIHO Bﬂyﬁm, TOTHO OH XKHH HE TIPeIcMepT-
HYI0, PABHOIYILIHYIO 3KH3Hb6, 2 TY CAMYIO, PO KOTOPYIO eMy IUSNTAIA HEKOT-
3 MaThb.

(133} Ho ITamkul OCTOSABHO XYMAT CBETIBIC AVMEL

Figura etymologica §ufmeficKor'0 THIIa pacHICINACTCS B 3THX TIpUMepax.
orpenencHieM k B obpekTa (COOTBETCTBEHHO, MPCHCMEPTHYO, PABHORYII-
HYI0 JKH3Hb A CBETIERE JYMBI), IT0 HAPYIIAET e€ NEeJIOCTHOCTh H, CleIOBATE b
HO, "UHTaTHOCT:" {CP. BOCAPHHATYIO PYCCKMM JIHTEPATYPHBIM S3BIKOM ¢ HPO-
HHYECKAMH KOHHOTALMAMH HOAOMY HyMath xymy). B To >xe Bpems cTu-
NACTHIECKAS CBA3hL ¢ OUONEHCKIM MOBECTROBAHNEM HE HCYERaeT: OpraHny-
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HEle BT MEpOROCTIpHATHA [ImaToHoBA SIeMeHTH GBONICHCKOT0 A3LIKA BOBIIE-
KAOTCA B €Io COGCTBCHHYIO A3BIKOBYIO CACTEMY, I'Ie OHH MOIYT ITONBED-
CaThCA H CBOMCTBEHHBLIM 9TOH cHCTeME NetopMariiamM.

4.2. MeHA KOHKPETHOI'O B a6CTPAKTHOI O, IIPAMOrC A HEPCHOCHO O 3HA-
TCHHNH,

CTpemneHnye 3a3HOBO YBHJIETh ¥ HA3BATEH SIEMEHTH MHAPA OTMEHAET HpU-
BHIYHEIE NIPEJCTARIICHHS 0 KOHKPETHOM H abCTPAKTHOM H HX OTHOHIEHHSX
mexay cofolt B aseike. C oOHON CTOPOHE, KaX MOXKHO GHIO BHISTh B pale
HAIIEX TPUMEPOB, OTBIEHEHHEIE BTOPHYHEE 3HAUCHHA BHORb TIPHBONATCH K
IePBHUHKM KOHKPETHEM 3HadeHHAM. C Ipyrolf cTOpOHL, KOHKPETHBIC 3HA-
YeHM4 06peTaloT B IINATOHOBCKOM TEKCTE HOBBIE OTBIIeUeHHEE cMEICThL, He-
PEIKO ABIDKEHUE B 5TOM HAINPABJCHHUH OKA3LIBAETCA BOSBPATOM B A3LIKOBOE
TIPOHIIOE, K CTaphiM HepacdacHeHHLIM 3HAYCHUSM COB.

(84) OH zaxoTe)1 HEMENIEHHO OTKPHTE BeeoGLIn, // noarui Il cMercr xua-
HH, YTOGE! JUTE BIIEPETH KETEH,

CHHTAKCHTIECKNE CBA3M B KOHCTPYKUIMY ¥ BCeoOIHHH CMBICH XKHBHH Hapy-
IIAIOTCS BTOPKEHHEM CIOBA JOArHH, KOHKDETHO-BpEMEHHASd CEMaHTHKA
KOTOPOro HECOBMECTHMA ¢ AGCTPAKTHEIM CMBICH. 32 TEKCTOM CTOMT COUETAHHE
* peeoOLInd cMBIcH Boarof sxi3HH, OIHAKO 5Ta IEPeCTAHOBKA ONPeIeIeHH s
Jgour## sHaguMa. IIpH cIoBe CMBICT OHO BRICTYIIAET B CTAPOM CBOEM Hepac-
YNeHEHHOM OHPOCTPAHCTREHHO-BPEMEHHOM 3HAYCHHY "MIMHHBIA" + "nonrui"”
(CPS 1V, 296). IlpocTpancTBeHHEI KOMIIOHEHT 3TOTQ JHAYESHHMS CBI3AH C
gacroit y [DraToHoBa Tpannumonnoi metadopoi "XusHb — gopora”, Takum
o5pasoM, B IPHBOJHMOM KOHTEKCTE BIaHMONEHCTBYIOT CMBICIEL IBYX KOHCT-
PYKUKH:

* BCeOOIITHY BOUHBIY CMBICT XKHSHH
* CMbICH JOAFOH SKU3HH = ZTHHHOIO XXHIHEHHOrO HYTH.

4.3, OxuplicHAEe BHYTpeHHel opMBI CXOBA.

JIBuxeHHe K TIEPBORAYATBHEIM CMBICTIAM CIIOB ¢ HEK30eXKHOCTRIO TIPHBO-
JHT K OCMBICIIEHHI0 BHYTpeHHe# opMEI Ci1oBa.

(143) Oun ox<HIalH AKTHBUCTA KaK ITEPBOHAY2ALHOTO YeJIOBEKA B KONX03e,
9TOBH y3HATh OT HET'0, 3a4eM UM HITH B 1y>KHe MecTa,
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TepBoHATARRHENT YeM0RCK B KAUECTRE XAPAKTEPHCTHKY AKTHBHCTA 3aCTAB-
JIAET IPEAS BCEI'c BOCIPHHATD MEPBOHAYANBHEIH KAk "TISPBEIH N3 Hagalb-
HHKOR, I'MIABHHH Ha49albHEK', DTO 3HAUCHHE, IPHCYIISE BHINGMIICMY H3
ynoTpeGNeHAs CIOBY IfepBoHadanpcTBeHHsl (Jlams, 1T, 31), nosenaerca B
TexcTe [InaToHeBa B peaynbTaTe OCMBICICHHUS (M MEPeOCMBICIIEHIA) BHYTPEH-
Hell hopmet cioBa reppoHadamasif. [Ipy 3T0M, OIHAKO, COGCTBEHHOE THARE-
HHe arora caosa ("GeIBIIME B caMom Hagane") B HIHOMATIHI0BAHHOM COYETa-
HUH JICpBOHAYATLHE qeaoBeK (= AaM) HHKYIA K3 KOHTEKCTA HE HCYe3aeT;
AUTEIHN KOIX033 BOCTIPHHAMAKT aKTHBHCTA Kak HOKOeT0 HOCHTEId HePBOHa-
YaIEHOH 9UCTOTH H My,t[pOCTH KOTOpHIE MOXeT Bee 00BACHATE B PacToNKO-
BATE.

(82-83) YMepinui, Danbli JICT NeXan psnoM ¢ Tonoeoke Bomera, ero opu-
Hec BeTep ¢ HaNnbHero Jeperd, U TENeph 9TOMY JIHCTY OPeaCTOAN0 CMHDCHHE B
IEMite.

HeoGEYHEIH RIS CTIOBA CMHpPEHHE PACTIPOCTPAHATEINE B 36M/I¢ aKTYaIADH-
PYCT BEYTPSHHIOK $OpMY 9TOT0 CIIOBA, CEMAHTHKY MEpPEL, IM'apMOHHE H ITOKO
H TeM caMbiM CTApOe OCHOBHOE JHaueHHe "YMHpPOTBOpenye”, "mpumupenue”
(Cpeanenckuit 1989, IlI, 747-748), "o6yzganue” (Hans, IV, 235). Boarukaer
KapTHHA YMHPAaHWsA (¥ — MHP — aHHE KaK C — MHp — eHHe) JIACTA, Ko*ropomy
MIPEOCTORT C MHP — OM HOKOHTECA B 3CMITE.

MoxHo nipuBecTH W UPYTHEe KOHTEKCTH, B KOTOPBIX BHYTPEHHSA cbopma
OCMBICIISIETCS Yepes MEICIICHHOE PasliosKeHye CIIOBA Ha eI'0 MOp(OoNorngecKye
COCTAaBIACIIHE.

(123) A exxenu GeHsK, TO [IOYeMY OINUH KHBEIIb W ¢ ApYTUMH OCOHEIMH HE
# exonnsenes!

I'naron B BHITENEHHOM COYETAHHM HOSABIIAETCH 36Ch BMECTO OXKUTAEMOr0
He 00 neqHHACIIbCS, OT KOTOPOrc OH TIEPEHHMAET COTETAMOCTD (¢ KeM-11.).
BryTperusast $opMa CIOBA CKOIUIASHIECA TIPH STOM AKTYATHIAPYETCH, UTO
HOYEpPKUBaeTCH MOBTOPEHHEEM NPUCTABKH ¢ B TIPEATIOTE YIPABISIEMOT0 CII0-
Ba. Bnaropaps 9ToMy CII0BO CKOINTATECA BOCIPHHAMAETCS He TONBKO KAk
MepeceyeHHe ero CODCTBEHHOr0 3Ha9cHNSA "cofHpaTLea" H IIpOCBeINBAOINET
depes KOHCTPYKUHIO 3HAUCHHS "0OBeIHHATECA", OHO HeceT ¢ coboil obpas
KONX03& KaK ¢ — KONHINE, HepadyMHOH BaTard, Toms (cp. Cpesaesckui, ITI,
721; Hams, IV, 192).

10T 06pa3 nosmuserca B "Kornopane" He pa3. B ¢Basd ¢ npobnemoit
BHyTpeHHel (OpPMEL IIPHBEIEM €IINe JMIIth OKE TIPEMED.
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(144) — Cmotrpy, UNKIIHMH, KAK KOJXC3 UHAET Ha CBETe — cKyYHO H Gocoii.

DTOT KOHTEKCT C OTHUM H3 KIIIodesklX B "KoTnopaHe" cIOB CKYYHO NAET
OIMH A3 Heo(bYaliHO TAKOHHYHEIX M SpKHX TIPAMEPOR TOIo, Kak y ITnaToHo-
Ba CIIOBO OJHOBPEMEHHO CYHIECTBYET B IIIaHE KOHKPETHOI'® H B InaHe ab-
CTPAaKTHOTO, Kak 00Pa3 eCTh OHOBPEMEHHO HEYTO SPHMOE H HEYTO MEICIH-
moe, EcIm UMeTE B BHJIY 3TY JIBYILUIAHHOCT, TO HAHHEIH TEKCT IIPOYHTHIBAETCS
crenyiouiM obpazom: KonxosHHKE HAYT CKYIEHHO, CO CKYYHLIMH JHIIAMH
H 6ockie U B TO e BpeMsa KolXo3HHKH XHUBYT cKywHO H Oefno. Crpernsio-
INEMH MeXIY 5THMH IBYMS YPOBHSMH NPOYTEHUS HBIAIOTCA CIOBA HIET
(aTor rxaron ceA3aH ¢ 9acToif y InatoHosa Metadopolt "xuans — mopora,
nyTh") ¥ CKYYHO, HHTEpeCYIOllee Hat B JaHHOM clTyuae. Bro ¢yHrms ckpe-
TIbl, TIEPEXONa CTAHOBHTCA BOSMOXKHOH HMeHHO Braronapsa OXHBICHHIO
BHyTpeHHe# HOPMEI H3-32 HeNPaBHIBHOH codeTaeMocTH. BHnyKIkM cTaHo-
BHTCS CTapHH KOPEHb -KyY-, KOTOPHIA OCIOMKHAST CEMAHTHKY CIIOBA CKYYHO
ACCOIMAIIMAMH C KyYeH — KYyYHO — cKYYeHHO. OTMETHM TAKIKe, YTO B THAICK-
TAX TIATON CKY4YaTh, COCKYTHTHCH MOKET HMeTh opMy ok 'vuutscs (Hans, IV,
213), OMOHMMHYHYO TJIAT0NY CKYYHTECS.

4.4, "KomropeBTHEIN aRanA3”,

CunbHeii 3¢ ¢dexT "ocrpatennsn” BhsbiBaeT Hepeakoe ¥ [Tnaronosa apne-
HHE PA3NOKeHHs CI0BA Ha HOKOTOPHIE MPOCTHIE CMBICHEL. 32a4acTyH YUTATElb
HMEET IETI0 ¢ PABIOXKEHHEM MOTHBRHDOBARHOTC CNOBA Ha MOTHBHPYIOIIEE
cHOBO ¥ "pupamieHue cMeicna” (M.B, TTaHos):

(116) ZKauen xoten ckazars CapoHOBY OTBET. — BMECTO * OTBETHTH

(144) Bolee nopomieN K NOOKYNAYHUKY U CHCHAT YIap B ero JTHII0. — BMECTO
* yrapHn

{116) XKenrbie rila3a MyXHKa TOJIBKO 3a3KMYPHIHCE OT MYKH, HO C8M OH HE
cHetalt cebe HHKAKOH 3aIHTE M MOJIYA CTOSAN HA 3EMIIE. — BMECTO * He satiH-
THaCa [ He 38Ianca | He IRITANCST 3alIHTHTLCS.

B 3ToM XKe pafy, IYMAaeTcs, MOMEIATC S TAKHE CIIYYad, KOrLa "ocTpaHe-
HHIO" TIONBEPraeTes CHOBO, CEMaHTHYeCKAash MOTHBALIKS KOTOPOT'O I COBpe-
MEHHOr0 AIBIKOBOTO COIHAHEA YK COBEepLISHRO MepTia. Toraa oHo name-
HAETCA TONKOBAHHEM, K KOTOPOMY Mor” 8B npuberHyTs, cKaXKeM, WHOCTpa-
HEI:
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(108) Cadponos mpossrec B0 pry Kaxoii-T0 HPABOYIHTEIEHEIA 3BYK. — BMeC-
10 * [poGopMOTANL.

B ciyqasx EOMHHAITHA MON0GHEE TOIKOBaHH GoNes BCer'o HATOMIHAIOT
KOHYHI'H ITpeBHETePMAHCKOMN TI033HH!

(112} Ou cam [...] rpyCTHI KOPEA-TO TEM XKe ropeM — 1o [...] Zenosexy, MoI-
Y4 [IOLEJIOBABILIESMY €0 B JeBbIH GOK JHIA. — BMECTO ¥ B JIEBY) INCKY.

5. Hirorw,

Pacemorpenne HADYIIeHHE #3bIkoROH HOpMEL B Tekcre "Kormosana'
yGeKJaeT B TOM, ITO JTH AHOMAIHY CONEPKATENLHO SHAYMMEL M BEITOIIH SIIOT
OlpeNeneHHsIE XY TOXKeCTBeHHbE HYHKITHH,

B Toit Mepe, HACKONIBKO 3aTI0KSHHEIE B TEKCTE CMBICTIOBSIS CIBUIH CO3HA-
TEeNLHE!, OHH, 0UeBHIHO, 00bacHI0TCH YoexxnennocTeio IliaToHoBa B TOM,
YTO CIIOBA ABNAOTCA Ge3YCHOBHEIMH UMEHOBAHHAMY peanait (monpobuee of
orom M. Seifrid 1988, 379). Ilosromy HapymieHHS CBAZCH MexXIY CIOBAMH
CHTHAIWBYPYIOT O HAPYIDEHHH CBA3cH MEKIY 2NEMEHTAMH MHpa ¥4 HECO-
OTBETCTBHH COB peanusaM. HellpaBHMBHEIN S36IK OKASRIBACTCS 0GpazoM Hapy-
LUEHHM T MEPOTIOPAKA,

Breixops 3a paMKH HOpMbL, [IIaTOHOB CTpEMUTCA HHAYE, BEIIPENBIATO, 34-
HOBO YBHICTh peansnocts. Sasikonoli COIBKMD CIYXHAT, OLITE MOXET, BAKHEH-
II#M cpeRCTBOM HoOoGHoro "ocTpadeHAA" . HellpHBEYHO, HeNPaBHIEHO CKa-
3aHHOE TOPMO3NT AHEMaHHE YHTATCILA, JACTaBIAA BOCIIPHHHMATE ITPOHCXO-
HAlee KaK aMeliicHHYI0 cheMKY. [IpH 310M, ¢ 0HOHE CTOPOHS, TIPOUCKOIHT
dukcanus metaneil; ¢ Apyrof CTOPOHHL, B MaciTabe TPOM2BEIEHKS UIM
TBOPYECTEA B LIEIOM COATASTCs] Boobllle HOBBIM PAKYPC DeallbHOCTH.

OTTanKUBaHUE OT SISLIKOBOH HOPMHI TIPOOHMKTOBAHC CTPEMICHHEM He
TONBKO PeanbHOCTh, HO H ¢aM 36K OIIYTHTE Kak XKHROMH opramuam. Habmo-
Ilad OTKIOHEHUs OT SIBIKOROH HOpME! B TekcTe "KoTnoBaHa'", MOKHO BUIETE,
KAK HapylleHHe COUCTAEMOCTH 0IHAYAET CHBHI B JHAYCHHH CIIOBA HIM KOH-
CTPYKILHH, & CIIOMBl B CHHTAKCHCE MOMEYAIOT IHAYHMEE CI'YCTKH CMBICIIOB,
CooTHeceHHE B CO3HAHHMH YHTATENA "HEIPABHNBHOCTER" IIATOHOBCKOI'O
TEKCTA ¢ "TIPABUILHEIMU', HOPMATHBHLIMH, TIPHBHYHEIME CIIOBAMH M BBIpA-
WEHHSsIMH BIeyeT 2a cobol cCOOTHeceHME HBYX STHX PANOB 3HAUCHHH, HX
BIAMMOHATIOKEHHE, @ CIENOBATENLHO, H YMHOXKEHUE CMBICIIOB IIPH SKOHO-
MHH pedeBhIX CPeNCTB.

B "cHATHH" cNOA HOPMHI MIPOSABISIETCA CYIUECTBEHHaAst M IlnaToroBa
TeHEHIMA K "oHToNOrH3auKd a3uka” ([ Propesckit), cTpeMiieHKe 0CBO-
GOIHTL CIOBO OT CIYHalfHOT'O0 H SOCTHTHYTh NEPBOHAYATLHEIX H TIOTOMY HC-
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THHHBIX 3HAUSHHH M CMBICAOB, YTC CBAJAHO ¢ BAXHOCTLIO NS HEero HKaH-
CTEHUMAILHON IIPOGIEMATHK Y, C TOHCKOM "CMEICTIa XKHIHE" B "HCTHHEL Bee-
MHPHOFO HPGHCXOXKICHHA", BLIX0T H3 HOPMBI MOXKET MPH 5TOM OCYINEeCT-
BISITECA KAK IYTCM APAMOH IMATAIHE CTPYKTYP Pa3rOBOPHOTO S3BIKA H IET-
ckoll peuH, TaK U 9eped OKKaIHOHATLHYI "0TMEHY" NpaBHI THCEMEHHO-ITH-
TeparyproOTo yayca. Hapymenue nmpasun MosxkeT 0GHapy>KHUBaTh, BO3POXKIATS
AHAYCHHA H CTPYKTYPHI, MPHCYIIHE AILIKOBOMY TPOILTOMY.S OTKIIOHEHMs! oT
A3HIKOBOM HOPME! B aBTOPCKOH PEUH ¥ B PeTH I'epOeB HMEKT, IO-BHIMMOMY,
pa3mWuHEI cratyc. B apTopcKoil pewH, rie MMHETAaTHBHOCTL MEHEE BRIPAKEHA,
9eM B pedu TePoeB, CMECIOREE 3¢ derTs AIBIKOBEIX aHOMATHA HauboIee
CHIIEHB! H TOKA3ATEAbHEL

TToyTH B KaXKOOM M3 IPHBEIEHHHEIX HAMH KOHTEKCTOB BO3IMOMXKHEIMH
okasbiBajorcs Holiee YeM OIHA HHTepTpeTalya NTHHIBHCTHYECKHX MEXaHN3-
MOB, U 3Ta MHOXKECTBEHHOCTE 32KOHOMEPHA B ITOMCKAX SI3LIKOROTO KOMMEH-
Tapus, afeXBaTHOrO [10 CBOBH BIACTHYHOCTH IE0XOMY H MHOT'O3HAYHOMY
CIOBY B Texcre. ¥ DEXXIeHb!, YTO HOHCK 3TOT MKAST NPOJOJLKEHA A, HEO HoHu-
MaHHe #A3pika IlmaronoBa B ero JeTalax ecTh TOT KOTTORAH, 663 KOTOporo mo-
CTpPOCHHE pasTobopa o6 3TOM aBTope, 0MEBHITHO, HEBOIMOIKHO.

IIpemeanEmS

! Wwas BOSMOXKHOCTE IIIA HCCNenoBarells — Habmonats f36k TlnatoHoBa ¢
TOYKH 3PEHH Pa3rOBOPHOIO A3LIK4, ¥ TOTHA Petb MOKET HATH O TIONLIT-
Ke muckMeHEOH dopMEL 3TOr0 B 061eM GeCIINCBMEHHOTO A3blKa. ['oBo-
PAIHAMY OH BOCIIpHHMMAETCS KAK HElIPaBRHUITbHEI, HEHOPMUPOBAHHBIH, a
3a9ACTYIO H BOBCE HIHOPHPYETCH S3BIKOBEIM COZHaHHEM. IIpocIyITHRaEHe
MarauTohOHHOA BanncH coGCTBEeHHOM pa3rOROPHOM PEYH REI3LIBAET
ofEI9Ho cMex. C 3THM B 3HAYHTENLHOH Mepe CBS3aH H IOMOPHCTHYECKHMIE
sthexT IIATOHOBCKOIO A3LIKA.

2 AKIIeHT Ha CHHTAKCHce ¥ [I1aToHOBa CYIeCTBEH, KaK TIPEICTABJISIETCS, TIpH
YACHEHHH cBOeo0pasus ero S5pika Ha (hoHE THTepaTYPHOr o MOJEPHHIMA B
LesIoM, 3o cBoeobpadne co3NaeTes He CTOJEKO GIaromaps HCHolbioBa-
HUK) HOBHIX TIPHEMOB {THIIH OTKIOHEHHH OT HOPMH, O KOTOPHX HOHIET
pedb B naHHOH pafoTe, MOXKHO 00HAPYKUTE H Y IPYI'HX aBTOPOB), CKOJIBKO
Yyepe3 HHIHBHIYANEHYIO PAcCTAHOBKY @KIIEHTOR HA TEX MM HHHX [IpHe-
Max. B 3ToM ¢meice [InaToHOB — B 60NEBINCH CTENeHH "CHHTAKCHCT", 4, CKa-
xeM, XneGHUKoB — "JeKCHKONOr"; 053pHYTH ToXKE "CHHTaKCHCTH" (0 che-
undrke B 9TOM cRA3N A3bIKa XapMmca cM., Hanpumep: BaGacea, ¥Ycren-
CK¥I1), HO ¢ aKIIEHTaM¥ Ha JpPYTUX ABJeHuAX, 4eM y IliaToHoRa, W T.4,

3 Cp. B cBAZH ¢ SMOIMOHAILHO HHBIM KOHTEKCTOM KOMMEHTapuit A. Axma-
ToBOH k cTpouke "He ko mre, Tak k koMy ke?" ("Tlosma Gen repos):
"Tpn 'K' BHIPAIKAI0T 3aMeNIaTeILCTRO aBTopa” (Axmarosa, 1, 278),
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4 Q6 "sHepruM clIoBa”, KOTOPYIO HeceT B cefe IHATHMOE OTCYTCTBUE BIIHTE-
Ta, Acana JL. I'anabypr B ogepke "3abonolnkutt NRafNATLIX TONOB":
"B mexnapamuu (obspuyros. — M.B.} 3abononkuil mpegnaraer - -
TO3TY MOCMOTPETE 'Ha TPEIMET TOJIbIMH TTIagaMe’. Tak y pamtero
Jabonouxoro, y XapMca BOIHHKIO NONCKAZAHHOE XICOHAKOB-
CKOM TpajHIlHel ronoe ¢IOBo, CIORO §e3 onpeneneHusi. ITo mo-
TIBITKA OCBOGOIIHTB CIIOBO OT OpeQNIOB, OIYCTHTDh €r'C B CTPOKY
COJIBIM — IYCKAH caM0 HAGHpaeT SHAMEHH, KAKKME MOXKET. FIMuTa-
HHS IepBCIJAHHOTC HAOBIBAHKS [IPeIMETOB, 3aGoNoLKHi HHO-
& OPONENIBIBaT 3T0 BRI3BIBAIOIIIE;
Ha cimyxGy Bpim MBaHOBH
B cBoux mrraHax m farmmakax,
Ecmi 651, CKa3KeM, B CEPhIX IITAHAX, Y7K6 HAUETO He BRUTO OB yIu-
BUTENLHOTQ; SHepr | CII0Ba 31icCh HMEHHO B OTCYTCTBHH Smurera”
{Tunztypr, 139).
B Tekcte IInaToHoBa TO Ke ABINCGHHE OTCYTCTBIA ONpeNeleHHES BRIIONTHAET,
KaK TIPeACTABISIETCS, COBEPIIEHHO MHYIO PYHKIIHIO, TeM Ta, 0 KOTOPOi
rosopurt JL31. Duratypr. SBNeHWS HyTeBOI'c paclpoCTPaHUTENs, AHAKOMY-
¢a, BIUINICHCA ¥ MHBIX HAPYIIGHHH HOPMBI CTAZHOBSATCS XYIOKCCTBEHHO
3HATHMBIMM HMEHHO B CHILY TOI'O, YTO OHH OCHOBAHEl HA CTONKHOBEHHH
HILIKOBLIX H KOHTEKCTHHIX, HOPMATHBHHX H AHOMAJIEHHX IHAYCHHIN
A3BIKOBHIX eIWHMALl B TEKCT NIPHXOOHT He "Tomoe” cIOBO, HO CIOBO CO
CBOHM SHaUCHHEM, KOTOPOE IIOIBEPracTes pasIIITHEM MeTamMopdosaM.

5 3Ta 0coGeHHOCTE CBA3aHA, B YACTHOCTH, CO CHeNMHGMHKOMN TIPHEMOB co3Ia-
HHSI HCTOPHYECKoro konoprTa y Itnatonosa, HarpaMep, B "Eaudarckmx
urnosax”. OHa B ocoleHHOCTH ouryTuMa Ha tone Iletpa I A. Tomncroro,
roe OeHCTBHE TAaKxKe IPOUCXOIUT B IeTPOBCK Yo 3moxy. Ecim TomcroMy
HeOOXOIHMbI HCTOPHISCKH TOCTOBEPHRBIE BIEMENTE A3kIKa, To 1A Ilna-
TOHORZ OKa3BIBACTCS HOCTATONHBIM eT'0 OOBIYHBLH SI3BIK €O "CHATHIM" ClI0eM
HOPMEL HCTOPPI‘IECKH OOCTOBCPHLIC NCTAIH TIOABIAKOTCA ¥ HETO JIMIID KaK
OTHENEHEIC JHAKH 3IOXW, HAUpUMep (OPMYIE STHKETa B TEPENHCKE
TepoeB.
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PSYCHOTIC POSTMODERNISM IN SOVIET PROSE:
PUSHKIN AND THE MOTIF OF THE UNIDENTIFIED PAST
IN ANDREI BITOV'S POETICS

For V. N.

1. Bitov and Postmodernism

There appears to be a consensus among critics that the postmodern phenome-
non is not confined to the West.! However, Russian postmodernism is generally
associated with the innovative poetics of writers in emigration {Sasha Sokolov),
with the neo-avantgardist Moscow conceptualist school and their aestheticiza-
tion of official iconography (Prigov, Rubinshtein, etc.), and with the experimen-
tal prose and poetry of writers who became well-known during the late stages of
the glasnost' period (E. Popov, Tolstaia, Viktor Erofeev, P'etsukh, etc.). Andrei
Bitov remains outside all three groups. During the late-glasnost’ period of the
1980s, the author was largely in the business of publishing texts which had been
written v stol during the previous decade. It is the purpose of this article to
demonstrate that these writings, despite the fact that they were written during a
period which has not generally been associated with postmodernism in the So-
viet Union, nevertheless presuppose a postmodern epistemology. The term "epi-
stemology," in this context, illustrates the conviction that Bitov's postmodern
attitnde manifests itself not predominantly on the level of style. 2

Postmodern epistemology considers as axiomatic the equivalence between
inside and outside, or immanence and transcendence. Present and past, fiction
and fact, original and copy, image and real thing are perceived to be mutunally
exchangeable. In its confusion of inside with outside, postmodernism is distin-
guished sharply from high modernism. Modernism's attitude towards the trans-
cendent future was characterised by the impossibility to grasp, write and live
that future in the present. Conversely, modernism's attitude towards the past
denies it any historical significance. Consequently, the modernist assumes that
the non-historical past may be rewritten, modernised or reembodied at will
(Smirnov 1990b: 525).

For postmodernism, the very opposite attitude is characteristic—the inability
to live the present in a future (a transcendent, an "other") which is already in
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place, With regard to the past, postmodernism conceives the modernist assump-
tion of the non-historical past in itself as a fact of history (“historical avant-
garde™). The non-historical past has already happened and, as such, has become
a fact of history (Smirnov 1990b: 525). This is why the posimodernist accepts as
real and historical any fictitious representation of the past. Conversely, postmo-
dernism considers any attempt to represent history a fiction, The past, in post-
modern texts, is frequently depicted as invisible. The reason for such invisibility
is not (as is frequently asserted) that postmodernism, as it were, "resacralizes”
the past as a transcendent outside in analogy to the modernist worship of the
future, Rather, the postmodern inability to visualise the past stems from the
inability to distinguish fiction from fact, image from real thing, past from
present, and inside from outside.

In their levelling of these binary antagonisms on the level of their spatial,

temporal, and psychological metalanguage, Andrei Bitov's recent texts belong to
the postmodern paradigm. In Bitov's case, the weakened opposition between in-
side and outside models the changed relationship between the Soviet intellectu-
al, on the one hand, and the State and its ideology, on the other. The auther's
fiction underscores the Soviet intellectual's inability to overcome the indifferen-
ce of official culture and his failure to experience himself in a historical context.
The system provides an officially sanctioned niche even for those intellectnals
inside the Soviet Union who dare to contradict it. The stagnancy and immobility
of this period find expression in the term "vremia zastoia."
) Generally speaking, the situation of the unofficial writer and intellectaal in
" . the Soviet Union was characterised by the necessity to split his or her existence
between the official realm, on the one hand, and the unofficial anti-culture, on
the other. Already in the novel Pushkinskii dom (1978), Andrei Bitov criticises
the negative comfort of this retreat with the suggestion that the assumed stability
of the unofficial realm may have been an illusory one and that, in fact, the offi-
cial and unofficial realms (or inside and outside) may have been one and the
samé from the very beginning: "Da vse, vse uzhe — sovetskie! Net ne sovet-
skikh. Vy zhe — za, protiv, mezhdu, — no tol'’ko otnositel'no stroia” (Bitov
1978: 81).3

In Fotografiia Pushkina. (1799-2099),4 the author takes a further step to-
wards the postmodem assumption that any "alternative” is interchangeable with
that for which it substitutes, In this text, the time-travelling hero is in search of
history. However, the past remains fully invisible for the protagonist as he is
unable to distinguish between present and past, fiction and fact, inside and out-
side, etc, In this way, Fotografiia Pushkina corroborates the suspicion of Leva's
grandfather in Pushkinskii dom: "[...] esli vy sebia eksportiruete, to vy ne mo-
zhete zakhvatit' s soboiu to otnositel'no chego vy tol'ko i est' dlia sebia" (Bitov
1978: 82). Any metaposition vis-2-vis official culture which is assumed by the
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Soviet intellectual remains, in truth, within the bounds of the system which it
seeks to transcend. Bitov is particularly opposed to a type of dialectics which
seeks to reach the utopian cutside by way of negating reality from the vantage
point of a higher truth. In Pushkinskii dom, this idea is addressed and denounced
by grandfather Odoevisev. According to this character, wherever the utopian
ideal negates reality for the sake of a higher ideal, it partakes in a type of dialec-
tic thinking which, in fact, characterises the very system it seeks to overcome:

Bl samyctHTe mibepaneHyr0 $abpHKy o pazobIadeHHIO JOXK-
HBIX MPENCTABICHHH, AKOOH pagH ceifdac elie JalpeTHBIX, HO
CTOJb KEMAaHHEX HCTHHHEIX. Ho mpolfiieT e HecKONBKO NeT —
BE HOPBETECH H N0 HHX, OO TeX, YTO CEroNHA KAKYTCS BaM
ncTHHHBIMY [...]. (81)

According to this scenario, Soviet post-utopianism cannot be negated again,
there is no utopia after the Soviet one.3 The rejection of all attempts to transcend
reality for a higher world is apparent in all of Bitov's recent writings: "Zdes' i
seichas — éto imenno zdes' i seichas, Drugoi zhizni net” (95).

The assumption that in the Soviet Union there was no essential difference
between official culture, on the one hand, and its unofficial, dissenting counter-
part, on the other, echoes Western postmedernism and its axiomatic equivalence
between immanence and transcendence. The Western postmodernist lives in a
world of (media) simulations in which any grounds for the experience of diffe-
rence has been lost. In the Soviet Union and in the other countries of the former
Eastern Block, the immobility and indifference of the state, its agents and its
ideology, create a similar atmosphere of post-utopianism and post-historicity as
we find it in the postmodern Western societies. 5

2. Post-Utopia and Psychosis

Instead of negating ideology from an illusory outside, Bitov's protagonists
delight in the very failure of that operation. The source of their utopian hope is
the very inadequacy of their attempts to confront reality. They no longer seek to
negate existing reality with reference to a utopian society. In Pushkinskii dom,
this inadequacy is described by the term "unpreparedness” ("negotovnost™/
"otsutstvie zagotoviennostiy.

[...] yMHBIH OT raynoro oTaHvaeTcs|...] He YpoBHEM O0GLACHE-
HHH MTPORCXOIMINETD, 3 "HEMOTOBHOCTRIO" 5THX 00 BLACHEHH Tle-
pen THIIOM PeanbHOCTH. (94)

The author's heroes slip into a state of complete indifference both towards offi-
cial ideology and towards the dissident underground. For them, the gap between
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reality and ideal, inside and outside, fiction and fact has become irrelevant, Bi-
tov's characters are not "ecstatic" (Baudrillard) over the lost transcendence but,
instead, they are withdrawn from reality altogether. From the point of view of
characters such as grandfather Odoevisev (in Pushkinskii dom), this indifference
means that there is, in fact, no difference between the outside, on the one hand,
and immanent reality, on the other.

Instead of recognising the lie for what it is, Bitov's protagonists numbly ac-
cept everything as both true and false. In this way, utopia, to them, becomes a
place with no dimensions, a "nowhere" and a "nothing," a space which neither
seeks to negate nor to endorse Soviet reality: "— Um — nul', Da, da, imenno
nul’ umen. Pustota, otsutstvie pamiati, zagotovlennosti" (Bitov 1978: 94). It
would be a mistake to interpret such indifference towards reality as a gesture of
resignation. Bitov's characters, on the contrary, view their own indifference as
the only adequate response to an official culture which denies them any possibi-
lity to be genuinely different. Bitov's post-utopia is empty and cannot be arti-
culated. The post-utopian indifference of the author's protagonists has its equi-
valence, among other things, in states of (alcoholic) intoxication. Bitov parti-
cipates in the paradigm of "alcoholic prose” which has played an important role
in Soviet literature of the last few decades. In Pushkinskii dom, being drunk and
being sober swap places as indifference replaces the dream of the outside: “Vo-
obshche, trezvyi chelovek — na samom dele, p'ianyi, a kogda p'et — trezveet”
(Bitov 1978: 95).

On a psycho-pathological level, the inablity to distinguish between inside and
outside makes itself felt, in Bitov's prose, in a type of behaviour which, with
Frend, we will describe as psychotic. For Freud, the two most fundamental psy-
chopathologies are neurosis and psychosis.” Both are symptomatic of the cons-
traints placed upon the ego both by outside reality and by the demands of the id
(Freud XIII, 388). In both cases, the ego is unwilling to satisfy a (morally,
ethically, emotionally) inadmissible demand from the id. In seeking to resolve
this conflict, the neurotic and the psychotic differ considerably from each other.
The neurotic contents himself with the repression of the impermissible urge and
with the concomitant denial of its reality. He renounces the real object and shifts
his libidinal desire, firstly, to an imaginary substitute, and then, secondly, back
to a rcpressed object. The neurotic becomes a master at avoiding that part of
reality which is unbearable to him.

By contrast, the psychotic individual replaces outside reality altogether and
constructs for himself an alternative reality according to the demands of the id.8
In this way, the psychotic fundamentally alters the relations between the inside
(the ego), on the one hand, and outside reality, on the other.” While the neurotic
merely seeks to muffle the influence of the id (remaining otherwise faithful to
the super-ego and outside reality), the psychotic loses any contact with the real
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world and lives on the inside of his own psyche as if it were the outside. Neuro-
sis as well as psychosis are symptomatic of the patient's attempt to bring about a
restitutio ad integrum, an effort to restore the former equilibrium between id and
ego, inside world and outside reality, by returning to an archaic Urzustand. In
this sense, the symptoms of neurosis and psychosis are indicative of an attempt
at self-healing through regression.10

We see in Freud's definition of psychosis a homology to the postmodern
equivalence between inside and outside. It might be added that literary critics
have frequently interpreted (and celebrated) the psychotic's withdrawal into an
other world as an act of (joyous) liberation from the (political, economic, cultu-
ral, linguistic) constraints of reality.1! This appropriation of psychosis for the
study of literature has tended to weaken the concept's Freudian roots. For Freud,
psychosis is always accompanied by an acute experience of suffering due to the
loss of reality. This aspect of psychosis is also highly accentuated in Fotografiia
Pushkina.

3. Psychosis and Postmodernism in Fofografiia Pushkina. (1799-2099) 12
3.1. The Outside in the Frame Narrative

This substitution of inside for cutside plays an integral part in Andrei Bitov's
texts, The author's protagonists in Pushkinskii dom, Fotografiia Pushkina and
other texts live in reality as if in an "other" world. In Fotografiia Pushkina psy-
chotic confusion has a particularly high profile.13 In the introductory frame, Bi-
tov tells the story of a writer (Bitov's alfer ego) who has left the capital in order
to join his family in his country cottage and to resume writing. The main narrati-
ve focuses upon one of the fictitious writer's many unfinished texts. It involves a
young philologist being sent from the year 2099 into the Pushkinian era. His
mission in travelling to the distant past is to produce a photographic image of
the live Pushkin, However, that mission fails. The representatives of past high
culture, and most notably Pushkin himself, withdraw into obscurity whenever
the hero activates his recording equipment, leaving the protagonist in a state of
constant emotional confusion.

In the introductory frame, the equivalence between inside and outside models
both relations in space and the psychology of the fictitious writer. The latter has
to realise that an invisible ecological disaster has rendered meaningless any at-
tempt to escape from the centre (the city) to the periphery (the countryside). Fur-
thermore, a stranger informs him that his own house may, in fact, not belong to
him, For both of Bitov's protagonists in Fotografiia Pushkina, the opposition
between inside and outside is no longer productive. Both the village and the
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countryside have lost their status as niches which afford the writer-heroes the
pleasure of a metaposition vis-3-vis official culture,14

In Bitov's early texts, by contrast, a preserving, "ecclogical” attitude towards
the outside is dominant. Here, as in the writings of other Soviet writers of his
generation, nature or the non-urban space of the countryside exist as an exter-
ritorial "other” world, a realm which directly opposes the ideological space of
the city and its false signs. Therefore, Bitov's concern for preservation of the
outside as a natural environment, which plays a role, for example, in Ptitsa ili
novye zvedeniia o cheloveke (1976), is by no means coincidental. In these texts,
inside and outside eppose each other without any possibility for sublation.

In Fotografiia Pushkina, Bitov's fictitious writer evidently leaves the city in
order to reestablish a proper distinction between inside and outside, or image
and real thing (veshch'; delo). In the following segment, the deictics "tam" and
"zdes" indicate his desire for a strong delineation of city and couniryside, The
countryside represents that realm whete inside and outside may once more be
experienced as separate. The city, by contrast, is characterised by a semiotic
practise in which signs substitute for absent referents, obliterating separation
and distance amidst the proliferation of technologies of communication;

A A 3neCh IIBITAIOCE CHENATE BEIOL, XOTE Kﬂ.KyIO, XOTE TaKyIO, Io-
TOMY 9TO 'TaM, OTKYIA 5, YK€ HHKAKOH Belld He CIelacih N3-34
CBS3H ¢ MHPOM, HE ¢ IIEJIOM, 4 CO BCEM MHDOM, C TEle-MHAPOM: -
¢droHOM H - BH3OpOM. (451)

In its emphasis upon communication and the way in which urban space renders
irrelevant the crossing of spatial boundaries, Bitov's analysis appears strikingly
"postmodern." Bitov's fictitious writer, however, believes that he can escape the
effects of this development. He endorses the traditional semanticization of city
(official space) and countryside (inofficial metaspace) in Soviet fiction, Here,
the city appears as a place of constraint and captivity, whereas rural life offers 2
niche which restores to the individual a sense of freedom. In the countryside, Bi-
tov's alter ego seeks to assume a position of negativity towards the city and its
ideology. The attic which serves as his workplace illustrates that position. A
well-known literary fopos for the writer's negative stance towards reality,!5 the
attic represents the author's desire to assume a metaposition towards reality from
where he can exercise his craft as an outside observer: "Ia — na svoi cherda-
chok-s. U menia tvorcheskii protsess-s” (419),

Watching the outside world through the window of his attic, Bitov's writer
establishes a relationship with the outside which restores to the latter the quality
of a horizon of transcendence. Sitting on his veranda, he muses upon the waning
day: "[...] budto vse, chto risovala nam zhizn' za den’, iz oblakov, tenei, trav i
zaborov, vse teper’ naproch' sterla, razmazav svoei rezinkoi: ne poluchilos™
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(417). In this description, a transcendent, immaterial essence manifests itself in
the transient phenomena of the material world {zhizn']. Epistemological and
perceptional obscurity characterise the outside for Bitov's writer throughout:
"Razve vid iz okoshka, v kotoryi raz, ne sumet’ opisat' (419). At this stage,
Bitov's writer is far from that state of indifference towards in and out which has
such a prominent place in Bitov's recent writings.

The writer seeks to resolve the conflict between the invisible cutside, on the
one hand, and the impossibility of its representation, on the other, in a pseudo-
Romantic dynamism. His continuous (if failing) attempts to represent the out-
side (his attic is filled with his fragmentary writings) seem to offset his inability
to participate mimetically in it. The writer develops a "myth of beginning"
which compensates him for the outside's inaccessibility: "Zhivoi chelovek vse-
gda tol'ko nachal zhit™ (420). In this sense, the many fragmentary beginnings
which surround the protagonist ("[U}zhasna éta papka zabroshennykh nachal i
nabroskov" [420]) represent not so much "failures” as authentic reminders of the
outside's ontological autonomy. What we see at work here is a negative dialectic
whose comfort consists in the total opposition of inside and outside. Even where
the outside may not be positively known nor depicted, it still exists as a negative
counterposition to the immanent here and now.

Increasingly, however, Bitov exposes his alter ego to instances which under-
mine the latter's confidence in the comforting negativity of his position. These
instances suggest that the writer's assumption of a strict separation of inside and
outside or city and countryside may have been an illusion, For the writer, this
development has the character of a revelation, an apocalypse. For example, a
stranger appears in the writer's country home and announces that a "war" (voina)
has broken out. Having intruded into the writer's privacy, he then proceeds to
claim ownership of the latter's cottage. The writer's creative crisis intensifies. He
has to realise that the countryside is subject to the same (invisible) pollution as
the city and that no "escape" is possible from its destructive effects.

The destruction which the stranger describes to the writer represents an ag-
gression and an apocalypse which can no longer be identified as such because it
inhabits the inside itself. In this way, it constitutes a serious threat to the integ-
rity of the borderline between inside and outside. It is not by coincidence that
the writer describes the destruction affecting the countryside in terms which re-
call that most postmodern of disasters, the nuclear one. Because of the absence
of an identifiable aggressor, the nuclear catastrophe destroys any faith in the
possibility that the inside may be defended at all. While the outside appears
visibly intact, its interior has, in fact, been destroyed once and for ali: "[...]
budto neitronnuiv bombu imenno zdes' ispytali" (451), The nuclear disaster is
threatening to Bitov's protagonist because it refutes his binary, vertical view of
the world. Instead, the writer lives in a postinodern world where any “alter-
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native” space (the village, the countryside) has been levelled: "Potomn chio
zdes' voina uzhe budto i byla" (450). The very first sentence of Bitov's text an-
nounces the paradoxical nature of the aggression. Here, the "war” has broken
out without having begun ("eshche nikakoi net"). Furthermore, the war is unac-
counted for in the centre (the writer heard nothing about it in the capital), but
widely known on the periphery ("odnako v trekh dvorakh nashikh s udivitel'nym
spokoistviem podtverzhdaiut: da, bylo delo — teper' voina [...]." [419]).

A further blow to the protagenist's confidence in the tenability of the diffe-
rence between in and out is the stranger's claim that he, the writer, is, in fact,
living in his, the visitor's own, house: "Ty menia ne znaesh', a znaesh' li ty, chto
ty v MOEM dome sidish'?" (419) The stranger's announcement reacquaints the
writer with the possibility of a historical past. In Bitov's recent texts, however,
history is never recognised for what it is. In this case, too, the writer does not
know the history of his house; "Istoriiu pokupki izby moim tester ia znal
smutno [...]" (419).

The name which the writer gives to the possibility of a confusion between na-
me and object or outside and inside is that of a generalised Text (“tekst"). The
immobile Text threatens the dynamism of beginning anew and, consequently,
the negative knowledge of the fictitious author's fragmentary writings: "Vot i ia
seichas nachnu, no s chego? S étogo ili s togo? [...] Zhelteet bumaga, vytsvetaet
tekst, a ni s mesta" (420).1¢ The dissolution of oppositions such as in and out
within the general metaphor of the "text" is axiomatic in postmodern thinking,

Bitov's writer reacts to the confusion between inside and outside with bouts
of schizoid delusion. He appears to see himself from a distance: "[...] budto po-
gliadyvaia na sebia sverkhu" {417). In another instance, he is incapable of
telling present from past, or fact from fiction:

[...] oTH wacw 7o cHx mOp TIO3BAHHBAIOT B NPOIINOM BPEMeHH
[...] XaK-TO HAHOMMHAIOT MHE — H A YK€ JaNyTaJICHA, B KaKyI0
CTOPOHY CMOTPIO H3 CROEll IoCpeICTBEHHO-BPeMEHHCH TOUKH
momenn «Axrep» {...]. (421)

Later on, his confusion leads the writer to abandon any attempt to control his
own writing: "[...] bolee sinkhronizirovat' sobytiia uzhe ne mogu" (428). The
inability to experience time in a historical sequence is, as we shall see, one of
the most characteristic traits of psychosis,

3.2, The Invisible Past: Psychosis in the Centre Narrative
The central narrative repeats the major motifs from the frame story: the

"weak" sujet (Igor's journey from the present into the past cannot be marked as
an event in time and space) and the hero's inability to participate mimetically in
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the outside (all of Igor's attempts to take a photographic picture of the live Push-
kin fail). Both the macroworld of official culture which launches Igor' Odoev-
tsev on his trip and the microcosm of the hero's individual psyche are modelled
in accordance with the psychotic attempt to restore psychological balance by
replacing the reality principle (consciousness, the outer world) with the subcon-
scious (the inner world).

The conflict at the bottom of the psychotic imbalance in Fotografiia Push-
kina is the death of the father. The lost father, in Fotografiia Pushkina, is none
other than the father of Russian post-Petrine culture, Alexander Pushkin. Under
Stalin (especially during the massive celebrations of the year 1937),’7 Pushkin
was canonised as the true progenitor of Soviet art. These celebrations serve as
the historical precedent of the poet's "300th anniversary"” in Bitov's narrative.
The question as to how to mourn the death of Pushkin represents one of the
most painful issues in Russian intellectnal history of the 19th and 20th centuries.
In Fotografiia Pushkina, both the official culture which sends Igor' on his trip
and the latter himself compensate the loss of Pushkin with the construction of an
alternative reality in which the poet is still alive.

For Bitov's protagonist, Pushkin's death represents an unbearable reality. The
following segment illustrates the traumatic loss of identity in which it results:
"On ne mog, chto ego bol'she ne bylo. Bez Pushkina i ego samogo bol'she ne
stalo” (441). The regular process of mourning a lost object or person involves
the gradual withdrawal of libido from everything that was once connected with
that ohject (Freud X, 430). In some cases, however, the understandable resistan-
ce against such forgetting is so intense that the bereaved person loses any sense
of reality and denies the death of the loved one. In these cases, the process of
mourning is interrupted and replaced by psychotic hallucination (X, 430). Such
is precisely the case with Igor' Odoevtsev. The latter creates for himself a sub-
stitute reality in which the unbearable loss never occuited in the first place. In
Igor's phantasy world, Pushkin is not dead and the possibility of forestalling his
death is real._Several times, the hero seeks to reverse.the poet's tragic demise:
"U nego byla ni s chem ne sravnimaia vozmozhnost popravliat' predydushchie
oshibki® (443). In the year 1837, Igor' seeks to intercept Pushikin on his way to
the fatal duel with d'Antheés with a box of penicillin.’8

As was the case with the fictitions writer, Igor' Odoevtsev, too, cannot recog-
nise history for what it is. To him, the past is reduced tc an indifferent grey blur
where real and false, image and object cannot be distinguished. Igor's behaviour
during his journey into the Pushkinian past exemplifies the psychotic urge to
treat the sign as if it were the real thing. Like any psychotic, he lives in a world
in which he finds a code, but no message.!® Bitov's protagonist suffers from an
inability to relate to things as meaningful signs pointing to a referent beyond
themselves. While the neurotic lives in a fully semioticised world where every-
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thing refers to everything else (the neurotic suspicicusly anticipates the opinions
of other individuals), the psychotic, by contrast, refers to signs as if they were
real objects, a confusion which precludes any possibility for real comtnnnica-
tion.2? The psychotic experiences the overturning of the usual link between the
word, on the one hand, and the object which it denotes, on the other: "If we ask
ourselves what it is that gives the character of strangeness to the [...] symptom
in schizophtenia, we eventually come to realise that it is the predominance of
what has to do with words over what has to do with things" (Freud X, 299). In
psychosis, the words themselves are treated as if they were things, not signs;
"[T]he thing — the object in all its reality — has been lost, leaving only the word
to be clung to" (Frosh, 157).

As a result, all of Igor's efforts to intercept history appear futile and halluci-
natory. The demise of the object is irreversible as fiction and fact, present and
past, inside and outside appear hopelessly entangled. Igor's inability to accept
the sign for what it is leads to his perennial confusion of words and things. His
atterpt at restitutio ad integrum is consequently doomed to failure, This failure
corresponds with Freud's theory of the confusion of signifier and referent in
psychosis: "These endeavours [...] set off on a path that leads to the object via
the verbal part of it, but then find themselves obliged to be content with words
instead of things" (X, 302). Instead of meeting the real Pushkin, Igor’ becomes
acquainted with the latter's negative doubles, "Apushkin" (432) and "Nepush-
kin," (433). Bitov's protagonist cannot make any distinction between history and
its representations. He finds himself forced to refer to historical events as if they
were present ones, and to fictions as if they were reality, Even before he is laun-
ched on his trip, Igor' is beset by schizoid delusion and a general loss of reality.
This is the case especially when the protagonist is listening to the session of the
"iubileinyi sovet"” entrusted with the preparations for Pushkin's 300th birthday:

[...] eMy Kasaltoch, YT0 OH JIETKO, KaK HEKYI) HacamKy, CHAI
CBOIO TOIIOBY € IINeY | Tenephb (OHA ¢pa3y YMEHBIIIIACh 1O pas-
Mepa A6T0YKa, QUSHE ONPATHAS) MOBEPTHIBAN B pyKax [...], kak
He cBoo... [...]. (424) :

Motnents later, a similar incident of character split occurs. Igor’ sees his own
head roll away from him: )

Tl'onopeHka Urops cOCKOIRIHYJA € IAACHH — 9T0 GIecTSIIHUI
TOMIIMITHEKOBHH NIAPHK NOKATHACS IO IIPOXOIY ¥ OCTAHOBIICSH
¥ OATKE Apyra crenci. Hrops [...] cTpaliHe poc B cofCTREHHEX
raaszax. (423)
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A deluded, illogical view of reality is typical of Bitov's protagonist throughout
the session, Thus he loses any sense of identity with his own body: "Otvyknuv
ot sebia, ot svoego tela, kotorogo davno ne chuvstvoval, on ne botalsia byt' za-
mechennym"” (442),

The psychotic confusion of signs for things is in evidence throughout Igor's
journey into the Pushkinian past. Any reatity beyond these sign-things remains
fully inaccessible to the hero:

On BHIEJ JUIUL IIMTATRE H3 TOO, YTe 3HAJN, ocTameHoe (Beel)
CKIAIbIBANOCE B CTINOIIHON ¥ onacHblii 6pel coBepilieHHO HHOH H
HeNOCTYIHBIN pealbHOCTH. (426)

Like any psychotic individual, Bitov's hero turns into a projection screen for the
reality which surrounds him. Bitov pays particular attention to the schizoid ele-
ments in his protagonist's behaviour. Thus, Igor’ has no identity other than that
of the fictional characters of Peterburg-tekst: "I on radostno shagnul [...], chuv-
stvuia sebia Oneginym, Bashmachkinym i Makarom Devushkinym odnovre-
menno" (434}, At the end of his mission, he falls into a state of psychotic delu-
sion. Igor’ experiences the flood of 1824 as Pushkin's fictional character Evgenii
from the poem Mednyi vsadnik which was wriiten ten years after the historical
event. The hero's insanity at the sight of his flooded home is, in fact, that of
Pushkin's character. In this way, not even the psychosis of Bitov's protagonist
may be referred to as belonging to "him" and defining his proper identity: "Igor’
zakhokhotal i pobezhal, obezumev, kak Evgenii, bormocha stroki budushchei
pushkinskoi poémy [...]" (453).

3.3, The Experience of History

In Fotografiia Pushkina, history has existence only to the extent that it ex-
cludes the spectator. The present's intervention in the past cannot in any way
alter it and Igor' is unable to shoot a photographic picture of the live Pushkin,
The hero's inability to produce a Lichi-bild of the poet exemplifies the psychotic
inability to exercise memory, to produce an imprint and image (Bild) of the past.
At the same time, Bitov emphasises that the impossibility of producing Push-
kin's photograph is not due to the excessive distance and elusiveness of history.
Invisibility, in Bitov's psychotic world, is no longer the hallmark of the trans-
cendent other world. On the contrary, Igor's inability to participate mimetically
in history is the result of the absence of any secret, of a kind of overexposure
due to the lack of any distance between the gaze of the spectator and the past. In
Bitov's recent fiction, the modernist non-historicity of the past and its
consequent openness to manipulation have been replaced by the conviction that
any attempt to alter the past has the status of a fiction. At the same time,



204 Sven Spieker

however, Bitov's psychotic protagonists have lost any ability to distinguish
between such fiction and the reality which they replace. Postmodernism does
not deny the existence of history. Rather, it denies that it can be told, written, or
indeed photographed.

In his relations with historical time, Igor', like any psychotic, suffers from an
inability to relate to anything in terms other than those of the immediate present.
From the point of view of psychosis, the past is post-historical rather than histo-
rical. Bverything present, past, and future presents itself with the same degree of
immediacy. Where the neurotic is incapable of forgetting, his psychotic counter-
part is, on the contrary, unable to remember (Hansen-Love 1992: 200). The
grammatical tense which corresponds with the post-historical past is the fieturum
exactum, the "future in the past," which plays a central part in Lacan's theory of
the "mirror stage." The future in the past questions the integrity of a subject
whose ability to remember is grounded in the pastness of history. For Lacan, the
Juturiem exactum represents "a 'time’ which can never be entirely remembered,
since it will never have fully taken place” (Weber 1991: 9). History can only be
anticipated but never fully recovered. _

For Igor', the present and past represent a paradigm of unrelated events with-
out forming a coherent syntagma.2! At one point in the narrative, Pushkin him-
self runs after Igor’ while the latter hides from the poet in terror. When he finally
slips into a state of persecution mania, Igor’ reiterates the words of the character
German from the end of Pushkin's "Pikovaia dama”: "Igor' bormochet, kak
German — troiku, semerku, tuza [...]" (433). History presents itself to the tra-
veller as an invisible, vacuous space in which he does not belong. He can define
his own position in the past only negatively, as one of absence or non-existence.
Like any psychotic he lives in reality as if in an "other" world. The psychotic
subject has at its disposal no metalanguage to positively refer te either itself or
to the reality by which surrounds it. Instead, the hostile negation of identity and
reality takes the place of any positive reference to it. During his stay in the
Pushkinian past, Igor’ continuously substitutes the figure “ne ia” / "not I' for "ia"
/ "I." "Zdes' ot nego NICHEGOQ ne byle nuzhno. On ponial, chto otsutstvuet v
atom. veke [...]" (436). Negativity is the most conspicuous rhetorical and episte-
molgical marker of the past in Fotografiia Pushkina. At a certain point, Tgor's
search for the poet becomes a consciously conceived anti-search, the attempt to
trace the peet by avoiding all those places in Petersburg where he was known to
have moved and by, conversely, visiting those places where he was known not
to have been: "[...] otyskivaia NEpushkinskie mesta, gde on NE khodil, NE
byval [...]" (437).

Bitov's psychotic characters may be defined only in terms of that which they
are not. In that sense, Fotografiia Pushkina also illustrates the postmodern abo-
lishment of the subject, its usurpation by the other. Emotions of loneliness and
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emptiness correspond with these impressions, "chuvstvo absoliutnogo odinoche-
stva i zabroshennosti" (436). Analogously, blindness and the inability to com-
prehend are the leitmotifs of Igor's stay in the Pushkinian era. He does net so
much experience the other in terms of the self but, conversely, his own self in
terms of the other.

3.4, V. F. Odoevskii and Nabokov: Utopia and the Unidentified Past

The invisibility of the past in Fotografiia Pushkina represents something of a
topos in postmodern Russian prose of the last three decades.?? Diachronically,
the motif of the invisible past refutes the modernist assumption that the past is
not historical. With regard to Andrei Bitov, the motif must be traced to an author
who represents something of a missing link in the seguence from Russian mo-
demnism to Soviet postmodernism, Viadimir Nabokov. For Nabokov, any at--
tempt to represent history through semiosis has the status of a falsification. The
emblem of the falsification of the past is the photography, because it partakes in
a theatre of images with no original. In the novel Priglashenie na kazn’ (1938),
the author thematises the photograph without a referent in reality. The novel's
protagonist is continuwously deceived by photographic pictures which substitute
non-existent referents. However, it is crucial to bear in mind that Nabokov's
protagonists never lose the suspicion that they are being deceived. They cannot
accept as real or historical the photographic images of the past. The desire to
unmask the image as false, to distinguish representation and fact, past and
present lies at the bottom of Tsintsinnat's activity in Priglashenie na kawn".

{...] 1 HHKOMY He OBUIO KAk TIPOLUIIOro, Oa ¥ CAMOE IOHSTHE
CHPOIIIOTO» CHENAIOCE APYTHM,

"A MOXKeT ObITb, — ogyMan IJHHIHHAT, ~ 5 HEBEPHO TOIKYIO
9TH KapTHHKH, JT0Xe MPoAaio cBolicTRa ee doTorpadiu. Ito Go-
TATCTBO TeHel, M moToKH cketa [...] — Bce 3T0, MOKET GBITh, OT-
HOCHTCS TOJILKO K CHAMKY, K 0coB0i cBeTONHCH, K 0coB1IM Gop-
MaM 3TOTO HCKYCCTBA M MHD Ha CaMOM Jeie BOBce He GBI CTOMD
HIrg6yceT [,..] — TOYHO TaK e, KAK HAIIW HEeXHTPEIE allapaThl
TO-CBOEMY 3aIieYaTIeBa0T HAll CErONHAIIHHA HACKOPO CKONO-
yeHHHRA B TOKpalcHALIN Mup". (Nabokov 1989b: 173)

For Nabokov, the death of the historical past is inttimately connected to the
activity of the sign. His essay "Pushkin, ili Pravda i pravdopodobie" (1937)23 is
one of the most pertinent pretexts for Bitov's Fotografiia Pushkina. Here, the
representatives of the early photographic age seem to be mourning their own
death at the hands of the new technique: "{...] vse znamenitosti vtoroi poloviny
XIX veka prinimaiut vid dal'nikh redstvennikov, odetykh vo vse chernoe,
slovno oni nosili traur po byloi raduzhnoi zhizni [...]" (Nabokov 1989a: 529). In
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his essay, Nabokov discusses at length the question of Pushkin's photograph and
its relevance for our perception of the poet's life and works, He interprets the
fact that no photograph was taken of Pushkin during the poet's lifetime as a
guarantee of the continued historicity of the past. Pushkin continues to live in
the "other world" of a pre-semiotic darkness. The past is alive but, at the same
time, it may not be intercepted. The darkness (#'ma) of history prefigures the
motif of the invisible past as we encounter it in Fotografiia Pushking:

Ionymats Tonexo, npoxxusn Ilymrkus erme 2-3 rona u y Hac Geia
6kl eTo ¢ororpadus, Eme 1mmar, B 0H BHIIEN GbI H3 ThMEL, Gora-
TOH HIGAHCAMH H IIOJIHOH JKHBOMHCHBIX HAMEKOB [.,.}. [...] ogens
BO3MOKHO, 970 NMPHJET BPeMA, KOTAa 3Ta 3110Xa YHPOIHBIIEHCA
tororpaduii B cBOI OYepenh HAM TIOKAXKETCH XyIOKECTBEHHOM
TO3KEI0, OGS 3aHHOH UbeMY-T0 ocoGeHHOMY BKycy [...] (531)

Where modernism manipulates the past at will, Nabokov declares all such mani-
pulations misrepresentations, In this way, history itself becomes dark, invisible
and unknowable,

Russian postmodernism appropriates the Nabokovian motif of the invisible
past.24 However, instead of reproducing Nabokov's exposure of the signs of
history as falsifications of an unalterable yet invisible past, postmodernism as-
gigns to these false signs the status of historical facts in themselves. For examp-
le, in Bitov's Prepodavatel’ simmetrii, the author informs the reader that the ori-
ginals of the subsequent narratives (his own translations of stories by a fictitious
English writer, "E. Taird-Boffin"} have been lost and that be will restore these
translations from memory. In this way, the position of Taird-Boffin's original
texts is taken by their copies (the author's translations), which in their furn be-
come the originals for further copies (Bitov 1988: 309). In Bitov's recent prose,
the photographic image, too, acquires the status of a real historical event. In the
story "Vid neba Troi," a stranger presents the protagonist with exact photogra-
phic images of the distant, pre-photographic past, including a picture showing
Shakespeare "tired, after a performance” (Bitov 1988: 320). He calls these pho-
tographs "istoricheskie podlinniki.” In other cases, an existing photograph pre-
dicts a future which has already become history. Thus the hero in the same text
is shown a photograph "odnogo vashego budushchego znakomogo" (319), The-
se instances of a photograph predicting the future have a pretext in Monsieur
Pierre’s fotogoroskop in Priglashenie na kazn’. Monsieur Pierre has a collection
of photographs which allegedly predict the life of Emmochka (Nabokov 1989b:
240). Unlike Bitov, however, Nabokov quickly exposes the whole enterprise as
a bad trick, a photographic sham consisting of a sequence of manipulated ima-
ges which have no bearing upon the real course of events.
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The motif of the unidentified past in Fotografiia Pushkina has another crucial
pretext in Vladimir F. Odoevskii's utopian fragment 4338-i god. Peterburgskie
pis'ma (Odoevskii 1959).2% Odoevskii's text represents a sequence of fictitious
letters containing the notes of a mesmerizer who assumes the personality of a
Chinese person and travels through Russia in the 44th century. At that time,
Russia has evolved into a technical and scientific utopia which dominates half of
the globe (the other half being dominated by China). Moscow and Petersburg
have become one large urban conglomerate. The harsh Russian climate has arti-
ficially been transformed into a temperate one. This motif is taken up in Foto-
grafiia Pushking where Igor' Odoevstev is struck by the strange dryness of the
Petersburg weather. In Odoevskii's utopia, a considerable part of the former
Saint Petersburg is contained under the roof of the vast "Kabinet Redkostei," a
collection of historical artefacts reminiscent of the muzeinye tsentry in Bitov's
story (423). Odoevskii's text is based upon the premise that utopia is a place
outside of historical time. As the future becomes the present, the past is progres-
sively forgotten: "[Khlarakteristicheskaia cherta novykh pokolenii — zanimat'-
sia nastoiashchim i zabyvat' o proshedshem” (417). Since most of the (written)
documents from the past have perished or turned unintelligible, the text of histo-

_ry is dark and impenetrable for the historians of the future. Even “two thousand
dissertations" cannot reconstruct the etymology and meaning of a defunct word,
such as "nemtsy" (426).

Odoevskii's future lives in anticipation of a return of Halley's comet in the
year 4339, a year from the present of the narrative. In that year, the comet has
been predicted to collide with (and presumably destroy) the earth. The mesmeri-
zer travels to Russia specifically to study how its inhabitants live with the
certainty of apocalypse (417). In psychoanalytical terms, their reaction displays
all the hallmarks of neurotic repression, Unable fo cope with their own fears of
the comet, the Russians avoid any contact with the subject. Only in a state of
hypnosis can they be moved to confess to their anxiety.26

Bitov's dialogue with Odoevskii focuses upon the question of history and the
(im)possibility of its mnemonic reconstruction. In 4338-i god, the delapidated
remnants of the past (such as the Moscow Cremlin, 421) are conceived as sym-
bols of the inscrutability of time and history. By contrast, Bitov rewrites in a
psychotic key the neurotic avoidance which characterises Odoevskii's prota-
gonists. It 15 not the repression of history but, on the contrary, its replacement by
a new past characterises Bitov's future. Here, a (predictable) past replaces the
(unpredictable) future which threatens Odoevskii's utopia. Bitov's postutopia
lovingly recreates history down to the most minute detail. The past is resur-
rected within the hic ef nunc of the present in the guise of monuments and deco-
rations ("epolcha torzhestva okhrany prirody i pamiatnikov" [422]). Instead of
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being exposed as falsifications or manipulations (as is the case with Nabokov),
the fictions of history in Bitov's text all have the status of history themselves.

In Fotografiia Pushkina, the past has become totally transparent and (lite-
rally) accessible, The "present" of the year 2099 is lived on a synthetic satellite
in space. Meanwhile the "old Earth" ("staraia nasha Zemlia™) has been turned
into a sanctuary of cultural memory (a muzeinyi tsentr), a conglomerate of an-
cient ruins and added restorations. Surrounded by large kolpaki, Bitov's future
age has transformed the former centres of terrestrial urban culture into museum
spaces: "Analogichnye kolpaki byli vozvedeny nad Parizhem i Rimom, Peki-
nom i Lkhassoi" (422).27 Official culture, in Fotografiia Pushkina, creates a
space where individual memory atrophies and where it is replaced by the work
of the archive and its representations,

Within the post-historical museums of the future, fiction and fact, name and
real thing, present and past mingle, The transcendent past is "resurrected” in toto
within the immanence of the here and now: "My vosstanovim vsiu prezhniuin
kul'turu do mel'chaishikh podrobnostei [...]" (425), Within the archive of offici-
al culture, the past continues to exist in the form of quotations and photographs:
"Bel'shoi udachei nashei nauki iavliautsia fotografii Gogolia, Chaadaeva [...]"
(422). The "jubileinyi sovet” and the cultural establishment which it represents
are depicted as a psychotic archive which usurps the past and subsumes it under
its own representational regime: "épokha torzhestva okhrany prirody i pamiat~
nikov" (422). Bitov, of course, satirises the rhetoric of Soviet propaganda during
the 1950s and 60s, the pathos with which it propagated the conquering of the
universe, In Fotografiia Pushkina, official culiure is eager fully to conquer time
and space: "—... vsia Vselennaia voskhishchena nashimi dostizheniiami v oblas-
ti pokoreniia vremeni” (424). The historical sites, preserved or resurrected,
represent the festive decoration for the session of the "iubileinyt sovet” devoted
to the preparations for the festivities surrounding the 300th anniversary of Push-
kin's birth: '

Cama HX Hies IEpeHecTH 3acelaHue OOHIEHHOTO COBETA CO
Croyraaxa O6reuHendrx Hammt (COH) Ha crapyio Hamy 3em-
e, Ha KoTopoh xkuil IIyIkuHE, He MOTTa He CKadaTecs Gnaro-
TROpPHO Ha camoit atMoctepe [...] coGpanns. (421)

The archive of official culture in Fotografita Pushkina appears as a culture of
the simulacrum,28 Simulation abolishes any sequentiality between the signifier
and the denoted object (referent). The distinction between original and copy, or
anteriority and posteriority vanishes: "{...] pod kolpakom Tauéra byl vosstanov-
len istoricheskii gazon" (422). As the product of painstaking effort in which
“"original” fragment and subsequent recreation mingle, Bitov's museum centres
suspend the operation of the museum. If Pushkinskii dom opens with the image
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of the musenm fractioned into its many constituent parts, Fotografiia Pushkina
presents the inverse vision of complete preservation and inclusiveness. The mu-
seum as a metaspace devoted to the preservation of the past bas become iden-
tical with that which it exhibits. The preservative cupolas produce a virtual reali-
ty which redefines that very reality:

¥ Hropd 1epiunT B roplle oT CYXOCTH IeTepfyprekoro Bo3nyxa,
H IOTOMOX HEBCKHX HaBOIIHcHHﬁ — BN JET. ,I[,a, Aa, TAK BCE
IIGPBMEHHJIOCI:: HMEHHO — CyXUCTb.

(Bitov 1988: 423)

In this way, the museum becomes the world. The exhibits no longer appear as
metonymical displacements of a larger whole. Postmodern memory does not
pursue the representation of an absent past through the agency of signs. Instead,
the signs themselves usurp the past. No difference can be told between present
and past, representation and real thing, remembering subject and remembered
object.

By recreating the past and by obliterating the difference between past and
present, the official archive alse deprives history of its power over the indivi-
dual. Igor' Odoevtsev lives in a world where any real Oedipal conflict has been
abolished. Instead, the archive itself assumes the role of the father. Like any
Soviet intellectual, Igor' is faced not so much with the anxiety of influence than
with the anxiety that there may not be an influence. In this context, Igor's desire
to trace the steps of the father equals an effort to retrace (his own) history, His
journey into the Pushkinian past represents the narratological eguivalent of the
Freudian primal scene desire,2? Deprived of the father, Bitov's protagonist is
constrained to invent his own ancestors and literary antecedents, creating for
himself a past with which he can subsequently engage in a struggle of influence:
“[...] on nachal pisat' [...] memuary iz dvadtsat' pervogo veka [...]" (446),30
The journey into the past and the search for the live Pushkin thus also appear as
the quest for Oedipal conflict.3]

Fotografiia Pushkina graphically illustrates that Soviet official culture must
be seen not so much as the refutation than as the culmination of high modernist
utopianism. In its reproduction of the past in the present, Soviet culture, accord-
ing to Bitov, has a postmodern disposition. For a side effect of modernism's con-
ception of the extraferritorial transcendence of the future is its condemnation of
the past. Even in such modernist texts which project the utopian future into the
present, the distinction between inside and outside remains intact. Modernist
(anti-)utopianism represents the future as the end of history and relegates the
past, quite literally, to the former's dustheap. The past survives, in such texts,
merely in the form of forbidden sanctuaries which are off-limits for the
inhabitants of the future.32
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In Fotografiia Pushking, on the other hand, Bitov constructs a postutopia
where the future has lost its transcendence by becoming reality and, thereby,
history. As a result, the past itself occupies the very transcendent position which
modernist utopianism had reserved for the future, The modernist Malevich had
conceived of the earth as a repository of a past no longer needed and envisaged
that man will settle in arkhitektony and planity, synthetic satellites and earth-
substitutes taken out of the continuity of history and tradition,3? In Fotografiia
Pushkina, by contrast, the earth (as the symbol of the past) is itself portrayed as
metaphysical and transcendent: "Oni smotreli na Zemliu, kak na nebo..." (422).

The sujet of Bitov's text further illustrates the equivalence between in and
out, present and past, before and after. Traditionally, (time) travel represents the
classic case of a narrative based upon the irreducible ontological difference bet-
ween inside and outside. Travelling through time presupposes an act of trans-
cending (the flight or journey through time) which involves the successful expe-
rience of othemess (the future or the past). In the classic narrative of time travel,
the protagonist experiences the outside with the hindsight of his own time, It is
this Verfremdungsperspektive which acts as the prerequisite for the genre's di-
dactic potential (Montesquieu). In Fotografiia Pushkina, on the other hand, the
secure vantage point on the outside from the stability of the inside (the hero's
own present) vanishes. Thus, Igor's journey into the Pushkinian past is depicted
not as a departure which could be marked as movement in time or space: "[...}
on ozhidal zritel'nogo, slukhovogo shoka ot vstrechi s proshlym — tak nichego
takogo ne bylo" (436). The psychotic subject is incapable of structuring its expe-
rience as a temporal sequence. The fact that the hero's journey has no palpable
effect also represents a departure from the sujet of travelling in Bitov's earlier
prose, where generally the move from the city fo the country has a therapeutic
effect on the traveller. '

Still, Bitov's protagonist does not return to the future empty-handed. How-
ever, the photographs and voice recordings which Igor' brings back with him
from the past do not vield any insight into the past. His photographic negatives
and slide recordings resist development and translation into the logical language
of the real:

Craiint1 Hropa npossmnu, mneHkw npociymand... [...] Her,
Hropsa He B 4eM Owile yripekHyTsh [...]. Ho — Toneko TeHs, Kkax
kpsiyo mtus: [...]. Tlopakana, onHako, HeoGEKHOBEHHAd, Gec-
CMBICTIEHHAA KPACcoTa OTHENBHBIX CHUMKOB [...]: Oyps, Opepmect-
BOBaBIinas ofnavxy, FAs0S Ha KOTOPOE II0STY NPHIIIA CTPOYKA
"IocnexHssA Tyua paccesHHoi Oypu..." [...]; BONHH, Hecymmue
TpOSH... H NANbIIE BCE — BOAA ¥ BOJHBIL.

(Bitov 1988: 454) -
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The psychotic cannot escape his own phantasy world. The loss of reality as a re-
sult of its substitution by a secondary reality constructed in accordance with the
demands of the id cannot be avoided. Igor's images are themselves psychotic to
the extent that they oppose any distinction between in and out, fiction and fact,
before and after. Their sujets are strictly peripheral and irrelevant when com-
pared to the canonised events which they allegedly precede ("buria, predshest-
vovavshaia [...]"). They adopt the same indifferent attitude towards reality
which we found to be characteristic of grandfather Odoevtsev in Pushkinskii
dom. Instead of a utopian outside, Igor's images visualise "nothing," emptiness
and absence. Their emptiness recalls the indifferent pustota addressed by grand-
father Odoevisev. For Roland Barthes "history is hysterical: it is constituted
only if we consider it, only if we look at it—and in order to look at it, we must
be excluded from it" (Barthes 1990: 65). Bitov's psychotic heroes, alas, have lost
the {(neurotic) ability of looking away. They look right on and see—nothing.

4. Results

1. The present paper is devoted to the postmodern episternology which go-
verns the spatial, temporal, and psychological metalanguage in Andrei Bitov's
writings. In contradistinction to the modernist insistance upon the extraterritorial
nature of the "outside" (the future, utopia, etc.), postmodernism assumes that in-
side and outside, present and past, fiction and fact are equivalent with each
other. In Bitov's prose, this equivalence determines the relations between the So-
viet intellectual, on the one hand, and the archive of official culture, the canon,
school curriculum, etc., on the other.

2. In Bitov’s early texts, the outside (the village, the writer's dacha, the count-
ryside, etc.) is generally conceived as a niche-like refuge from the constraints of
official (urban) culture and its ideology. By contrast, in more recent texts (such
as Pushkinskii dom and Fotografiia Pushking), the outside loses its autonomy as
Bitov's protagonists can no longer distinguish the outside from the inside.

3. Bitov's postmodern epistemology is frequently homologous with the psy-
chopathology of psychosis. Responding to an impermissible urge from the part
of the id, the psychotic individual replaces the unbearable reality by a phantasy
substitute, thereby radically altering the relations between its own ego (the
inside), on the one hand, and reality (the outside), on the other.

4, In Fotograftia Pushkina, psychotic behaviour is characteristic both of the
time-traveliing hero, Igor’' Odoevtsev, and of the future age which sends him on
his mission, Both suffer from the inability to accept the death of Pushkin, the
progenitor of Russian culture. As a result, both engage in the construction of a
substitute reality in which the national poet never perished, in the first place.
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Bitov's future recreates the past down to the last detail, creating a space in whlch
the present and the past become fully interchangeable. .
5. In the context of Soviet culture, the cultural practise of the fiiture allegori-
ses the fact that official culture deprives the Soviet intellectual of the past and,
as a result, of any possibility for Oedipal conflict. Igor's quest for the father must

hence also be interpreted as a quest for the struggle of influence,

6. At the same time, Bitov's characters (like any psychotic patient) suffer
from the loss of reality and seek to apprehend the lost object. This desire is evi-
dent in the ambition to produce a photograph of the live Pushkin, an ambition
which equals the effort to remember. However, in Fotografiia Pushkina, Push-
kin (and the past in general) turn out to be irretrievably lost as fiction and fact,
image and real thing all enjoy the same status of reality. The historical past, in
Bitov's fiction, remains dark, unidentified, and immemorial.

Notes

1 In a series of recent articles, Igor' Smirnov has argued for the existence of a
Russian postmodernism. Smirnov distinguishes typologically between narcis-
sistic and schizoid postmodernism (Smirnov 1990a; 1991). Like Smirnov,
Eshelman 1993 investigates the psychopathology which corresponds to the
postmodem paradigm in (Soviet) Russian literature of the last three decades.
He argues that a postmodern epistemology is particularly characteristic of a
period which appears to be least accessible to it, the so-called vremia zastoia.

2 So far, all critical attempts to claim the author for postmodernism have rest-
ricted themselves to the stylistic or metapoetic aspects of his writing. See
Andreas Leitner, Andrej Bitovs "Puschkinhaus" als postmoderner Roman,
Wiener Slawistischer Almanach 22 (1988), 213-226; German Ritz, Andrej
Bitov's "Chelovek v pejzazhe.” Postmoderne Lektiire eines poétologischen
Textes, Zeitschrift fiir slavische Philologie 2 (1990), 337-353; Pekka Peso-
nen, Bitov's Text as Text: The Petersburg Text as a Context in Andrey Bi-
tov's Prose, Literary Tradition and Practice in Russian Culture. Papers from
an International Conference on the Qccasion of the Seventieth Rirthday of
Yury Mikhailovich Lotman. Russian Culture: Structure and Tradition, ed. V.
Polukhina, I. Andrew, R, Reid, Amsterdam 1993, 325-345.

3 The following quotation is taken from the same (drunken) speech by grand-
father Odoevisev. Note that in Forografiia Pushkina Bitov suggests that his
hero Igor' Odoevisev is an offspring of his protagonist from Pushkinskii dom:
"0 kakoi svobode vy govorite? Gde éto slovo? Vy sami ne svobodny [...].
Vy khototite skazat' ot sebia — vy nichego ne mozhete skazat' ot sebia, Vy
tol'ko ot littsa toi zhe vlasti skazat' mozhete. [...] Dlia vas uzhe nigde ne
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naideisia uslovii [...]. Vy obnanzhite, chto bez étoi vlasti, vas-to takikh i net.
Eto tol'ko zdes' vy — est'. Vy bol'she nigde ne budete” (Bitov 1978: 81).

Cited in this paper as Fotografila Pushkina.
See especially Groys 1992: 9-10.

Groys 1992 sees indifference as the principal hallmark of Soviet postmode-
rism: "[...J Bastern postutopianism is not a thinking of "difference" or the
"other" but a thinking of indifference” (107).

See Freud XIII, 387-391; Hansen-Live 1992: 195,

“The ego |...] creates for itself a new outside and inside world. There can be
no doubt about the fact that [...] this new world is constructed in accordance
with the desires of the id [...]" (XIII, 389).

Freud reporis the case of a young woman who is in love with her brother-in-
law. At her sister's deathbed, the woman cannot but think of her brother-in-
law who would now be free to marry her. This unforgivable thought, how-
ever, is immediately forgotten, a process which initiates the psychological
pain. The neurotic reaction, in this context, is to "devalue" (entwerten) reality
by suppressing the inadmissible urge {(the love for the brother-in-law), Its
psychotic counterpart would consist in the downright denial of the sister's
death. See XIII, 364, See also Hansen-Lve 1992: 195,

On this aspect of Freud's theory, see esp. Hansen-Léve 1992: 196.

For an interpretation of psychosis as liberation, see especially Deleuze/
Guattari 1972.

Bitov 1988, The text was first published in 1987, It was included in the col-
lection Chelovek v peizazhe (1988) as one of the six constituent narratives of
"Prepodavate]l’ simmetrii" (written 19835, first published 1987, excluding Fo-
tografiia Pushkina).

Discussions of psychosis in the postmodern context have frequently suffered
from the metaphorical elasticity of the term psychosis itself. It is worth no-
ting that in Fotografiia Pushkina, such motifs/symptoms as the equivalence
between inside and outside, the disappearance of difference, posthistoire, the
world as a text, and, in particular, psychosis itself are directly quoted on the
level of the narrated world. Bitov's text as a whole has an abstract, expository
quality which gives it the quality of a metatext on Soviet postmedernism.
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14 Eshelman 1993 offers a convincing description of this disselution in a chro-
nological perspective. His sequence runs from modernism to what he terms
the "classical" postmodernism of writers such as Evgenii Popov.

15 See Margret Rothe-Buddensieg, Der Dachboden in der deutschen Prosa-
literatur als Negation der gesellschaftlichen Realitdt, Kronberg 1974.

16 The postmodern metaphor of a generalised text which dissolves the vertical
relations between sign and referent appears throughout Fotografiia Pushkina:
"Tak ia budu sidet' [...], vpriach'sia v liamku svoego cherdaka, povoloch' ego
skvoz' neprokhodimyi tekst" (418).

17 The 100th anniversary of Pushkin's death. Also the year when Bitov was
born,

18 The "Pushkin theme" in Bitov's writings is always connected to the poet's
death and the difficulty of accepting it, In the essay "Vospominanie o Push-
kine" (1983), Bitov reflects upon the death of Pushkin, his canonisation with-
in the archive of culture and the question of the representation of the past in
general. The author bemoans the determining influence, in public memory, of
Pushkin's tragic and untimely death upon our perception of the poet's life and
his works. According to Bitov, everything in Pushkin's biography is percet-
ved from the vantage point of its end. In the same essay, Bitov discusses a
paradox in the reception of the poet which is characteristic of Fotografiia
Pushkina, too. The author writes that the impression of knowing Pushkin's
biography down to the most minute detail stems from the confusion of fiction
and fact, or canonised history, on the one hand, and the actual past, on the
other, The inability of telling Pushkin's biography from his writings produces
a psychotic ambivalence which cannot distinguish between truth and fiction:
"I v étom smysle ni pro odnogo cheloveka v Rossii my ne znaem stol'ko,
skol'’ko pro Pushkina, i ni cdnogo — nastol'ko zhe ne znaem" (Bitov 1985:
195).

Bitov's argument has larger implications. For the author, in effect, charges
that any act of archivisation and commemoration (not just Pushkin's) fosters
and indeed presupposes the perception that the commemorated object is dead
once and for all. Instead of contributing to the “resurrection” of the past, its
representation in and through the archive of culture closes it. In "Vospomi-
nanie o Pushkine,” Bitov uses the consecration of the famous Pushkin monu-
ment in Moscow (1880) to illustrate this point. According to the author, the
monument reminds the spectator not so much of the living presence of its
object but, on the contrary, of his death. When the poet's body is relegated
from the epistemological darkness of the "other" world (the realm of the
dead) to the public square, any hope is finally dispelled that be or his spirit
might return at some unknown point in the future: “Do pamiatnika Pushkin
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ostavalsia tainoi, no posle otkrytiia on stal eiu, zamurovannyi v bronzu: pa-
miatnik otkryt — taina zakryta" (Bitov 1985: 197). At this point, then, begins
the (psychotic) invention of an alternative reality, a reality in which Pushkin’s
monument and the poet's death have no existence. Thus, Bitov wants to
introduce an alternative view of Pushkin which reverses the effects of ar-
chive, monument, and school curriculum. Bitov seeks to forget anything
which reminds him of Pushkin's death. Instead, the author proposes a psy-
chotic reading of Pushkin's texts. He suggests that the poet's work be read in
reverse chronological order, so as to avoid having to deal with the tragic
event of the year 1837,

19 On psychosis and its absolutization of the code, see Hansen-Love 1992 200.

20 "[In the most extreme cases of neurosis, there are only signs and no objects. In
psychosis, by contrast, the objects replace the signs” (Hansen-Ldve 1992:

200).

Jameson 1992 comments on the psychotic experience of time: "With the
breakdown of the signifying chain, therefore, the schizophrenic is reduced to
an experience of pure material signifiers, or, in other words, a series of pure
and unrelated presents in time" (27).

2

—_

22 See Smirnov 1990: 527.

23 Like Bitov, Nabokov cannot "catch up” with the poet: "Pytaius' sledit' za nim
glazami, no on ot menia postoianno ubegaet, chtoby vnov' poiavit'sia [...]"
(Nabokov 1989: 530). This motif is directly cited in Fotografiia Pushkina.
Bitov's protagonist “vitianulsia v étu pogoniu. [...]" (112},

24 See Smirnov 1990: 527.

25 Reference to Odoevskii is already made through the name of Bitov's hero
(Odoevtsev). I would like to thank Prof. Igor’ Smirnov (Konstanz) for very
useful comments concerning this and other pretexts.

26 "Skoro nachalsia razgovor preinteresnyi: somnambuly napereryv vyskazyvali
svoi samye tainye pomyshleniia i chuvstva. 'Priznaius', — skazal odin, —
khot' ia i staraius' pokazat', chto ne boius' komety, no menia ochen' pugaet ee
priblizhenie' " (432).

27 The motif of the kolpak which spans the city of Petersburg links Fotografiia

Pushkina with a number of utopian pretexts in- and outside of Russian lite-
rature, Thus, in Wells' "A Story of the Days to Come" (1897), the climate is
controlled under a vast roof which spans the entire city of London. Briusov's
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28

29

30

3

32

33

play Zemlia (1904) as well as his Respublika iuzhnogo kresta (1905) feature
cities sheltered by giant cupolas. The glass kolpak is also one of the sinister
emblems of Zamiatin's totalitarian state in his novel My (1927), a structure
constructed with reference both to the phantasies of Wells and to the Crystal
Palace in Dostoevskii's fexts: "V Operatsionnom — rabotaitt nashi luchshie i
opytneishie vrachi [...]. Tam — raznye pribory i, glavnoe, znamenityi Gazo-
vy Kolokol. Eto v sushchnosti starinnyi shkol'nyi opyt: mysh' posazhena pod
stekliannyi kolpak; vozdushnym nasosom vozdukh v kolpake razrezhaetsia
vse bol'she,.." (Zamiatin 1967; 70).

The simulacrum has become one of the most prominent postmodern meta-
concepts suggesting the blurring of the infout distinction. For definitions of
the simulacium and its postmodern interpretation, see Baudrillard 1988a:
166-184.

This term is used by Freud to designate a fantasy which involves one's pre-
sence at the scene of one's own conception, either in the capacity of observcr
or participant. See Freud XI, 383-386; Penely 1990,

Boris Groys perceives the need to reinvent the past in order to produce Qedi-
pal conflict as the principal characteristic of the situation of the Soviet artist,
see Groys 1991: 140.

In this way, the central narrative continues the apocalyptic theme which has
such prominence in the introductory frame. In Fotografiia Pushking, the
theme of apocalypse appears in its original meaning, as a revelation or a de-
masking (of the father and origin). As Jacques Derrida has shown, the
"apocalyptic tone" associates the revelation of the truth with the end of the
world, The truth itself is apocalyptic and deferred as long as the end of thc
world itself (Derrida 1983: 69).

See, for example, the "House of Antiquity” in Zamiatin's dystopian novel My
(Engl. 1924}, :

"Suprematism provides me with the keys to the still unperceived. My new
painting does not pertain to the earth alone. The earth has been abandoned
like a termite-ridden house. And man really does consciously seck space, he
longs to 'break loose from the earth™(K. Malevich, from a letter to M.
Matiushin, quoted in V. Leniashin [ed.], Soviet Art. 19205-1930s. Russian
Museum, Leningrad, Moscow 1988: 63).
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Thomas Lahusen

"PROJEKT NR. 15", ODER DER STREIT UM DAS "LINKE UFER":
GESCHICHTE, TEXT UND KONTEXT IM SOWJETISCHEN
FERNEN OSTEN

Bin Dokument, gefunden 1994 im Staatsarchiv, bzw. im Parteiarchiv der Re-
gion von Chabarovsk, gibt dem heutigen Leser Auskunft (z.B. dem Historiker
des sowjetischen Fernen Ostens) iiber die Modalititen der Ubergabe des "Pro-
jekis Nr. 15" an das Biiro fiir den Betrieb der Erddlleitung des ferndstlichen Indu-
striekomplexes Dal'neftekombinat,! Dieses Dokument, datiert vom 28. Juli 1944,
gibt eine detallierte Beschreibung der verschiedenen Abschnitte einer Erdél-
leitung, die in den Jahren 1940-42 erbaut wurde. Die Leitung verbindet die Stadt
Ocha im Norden der Insel Sachalin mit Sofijsk, nérdlich von Komsomol'sk am
Amur, und fiihit tiber die neun kilometerlange Meerenge von Nevelskij, zwischen
Kap Pogibi und Lazarev.2 Die Gesamtlénge der Erdélleitung betréigt 373,8 km,
Weitere Angaben betreffen den Durchmesser der Leitung, die Dichte der Rohre,
usw.2 Dem Dokument zufolge hatte eine formale Ubernahime des "Projekts Nr.
15", geplant laut Beschlul Nr. 998 des Rats der Volkskommissare aus dem Jahre
1939, nie stattgefunden, Die geschiftliche Ubergabe des "Projekts Nr., 15", die im
Januar 1943 durch die Organisation verschiedener Kommissionen zustande kam,
verlief unter duflerst negativen Umstinden. Es stelite sich herans, daB das
"Projekt Nr. [5" withrend seiner Erbauung bedenklich vom fritherem Projekt
abgewichen war, was katastrophale Auswirkungen auf den Betrieb der Leitung
hatte. Die Rohre waren nicht tief genug eingegraben um dem Frost standzuhalten
und barsten stindig. Oft waren sie falsch gelegt und brachen, oder sie waren
schlecht geschweilit, mit den gleichen Folgen. Die Infrastruktur der Erdélleitung
war eine einzige Katastrophe: ein Teil der Kraftwerke, ohne die das Ol durch
weitere Anlagen nicht weiter befordert werden konnte, benétigten eine
Kapitalreparatur; kurz nach der Ubergabe fielen die Kesselhduser und
Forderpumpen aus; Telefonleitungen waren unterbrochen; die verschiedenen
Sicherheitsanlagen, einschlieBlich Feuerschutz, befanden sich in einem
bedenklichen Zustand; die Riumlichkeiten flir das (desorganisierte und
undisziplinierte) Personal waren beklagenswert. Die Erdélleitung barst
ununterbrochen aus allen Fugen und eine tnmenge von Erdsl flo ins Meer,
oder verschwand an anderen Abschnitten der Leitung. Am riitselhafiesten war
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jedoch die Tatsache (und das Dokument [Akt sdadi i priema tovarno-
nefteprovodnoj kontory Dal’neftekombinata] beklagt sich darliber), daB die
Erbaner des "Projekis Nr. 15" es versiumt hatten, irgendwelche Dokumente zu
iibergeben, die etwas mit der Motivation oder Angemessenheit der
Abweichungen vom friiheren Projekt zu tun hatten, und dafl das Biro fiir den
Betrieb der Erdélleitung nie versucht hatte, jene Dokumente zi erhalten,

Mit der Offnung der sowjetischen Archive wird das fehlende Dokument mig-
licherweise auftauchen, sowie andere Quellen, die uns iiber die Geschichte des
"Projekts Nr. 15" aufkliren werden, es sei denn ein einheimischer Historiker oder
ein Spezialist aus dem Ausland hat sie bereits entdeckt. Da es bis jetzt noch nicht
aufgetaucht ist, kann eine andere Art von Dokument das fehlende "ersetzen": es
handelt sich um Erziihlliteratur, um einen vergessenen Bestseller der spiiten vier-
ziger Jahre, den Roman Fern von Moskau von Vasilij AZaev, fiir den der Autor
den Stalinpreis 1. Klasse 1948 erhielt. Der sich in diesem Drama abspiclende
Konflikt, die Ereignisse, die die Handlung vorantreiben, ist die Kontroverse
dariiber, wo und auf welche Weise eine Erddlleitung zu erbauen ist. Unsere fikti-
ve Olleitung erstreckt sich zwischen einer Folge von fiktiven Ortschaften, irgend-
wo "fern von Moskau", zwischen der Stadt Novinsk, unweit von RubeZansk,
und der Insel Tajsin, dem "linken" oder "rechten” Ufer des "gewaltigen Flusses
Adun" entlang. Das Bauvorhaben ist von dem Chefingenieur Beridze geplant, ein
pfeifenrauchender Georgier, eine lokale Verkérperung Stalins. Beridzes neuer
Plan muBb sich gegen alle méglichen Hindernisse durchsetzen, gegen die Natur
und gegen die Menschen. Obgleich der Plan in Moskau konzipiert wurde, ent-
sprang er nicht auf dem Papier, sondern beruhte auf Exfabhrung. Es stellt sich so-
gar heraus, dafl er von der "Masse" bestiitigt wurde: ein gewisser Karpov, "ein
einfacher Fischermann, ein echter Bewohner des Aduns” (und Vorsitzender einer -
grossen Kolchose) kam als erster auf die Idee des linken Ufers. Diese Idee wurde
jedoch von den (reaktiondiven) Ingenieuren des alten Plans abgelehnt. Die entglilti-
ge Verwirklichung des neuen Plans ist das Ergebnis vieler konvergierender Fak-
ten: die Verbindung von Theorie und Praxis, die aktive Hilfe des Volks, Hin-
weise der Natur, eine Radioansprache Stalins, die das Kollektiv in einer fast eroti-
schen Weise zusammenschweit, die Beschleunigung der Zeit durch Stachanov-
arbeit (dank des neuen Plans wird die Erdélleitung drei mal schneller gebaut als
vorausgesehen), die Wachsamkeit der Fithrer, insbesonders des Leiters der Bau-
stelle Batmanov), einer Reihe von Opfem, usw. Der Streit um die "linke” und
"rechte” Variante des Projekts, der zwischen den "fortschriitlichen” und. "reaktio-
niren” Kriften ansgetragen wird, erhilt, wie vorrauszusehen ist, eine "positive”
Ldsung: die "alten" Ingenieure, die im Banne westlicher Vorbildern stehen (und
sogar mit Sabotage flirten) werden von den "jungen” besiegt, und all das zeigt.
wieder einmal die unanfechtbare Uberlegenheit der Sowjetunion in allen
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Bereichen. Am Ende des Romans fliegt der junge Ingenieur Aleksei Koviov nach
Moskau, um dort iiber die Erfiillung des Plans zu berichten,

Wie Wolfgang Kasack in seinem Lexikon der russischen Literatur ab 1917
erwiihnt, entspricht AZaevs Werk "ganz den Vorstellungen vom sozialistischen
Realismus in der Auslegung seiner Zeit: die Hauptfiguren sind als positive Hel-
den idealisiert, die Konflikte kiinstlich und ihre positive Losung vorraussehbar.
Die Verschmelzung der handelnden Figuren zum einheitlichen Kollektiv wird da-
durch verdeutlicht, daf} die wichtigsten technischen Ideen stets bei verschiedenen
Figuren gleichzeitig entstehen. Diese werden immer in Ausnahmesitnationen ge-
zeigt, ihr Handeln im Sinne der Absicht des Autors kommentiert".4 In der Tat:
der heutige Leser bendtigt eine gute Dosis von Geduld und vielleicht auch Perver-
sion, um mit dem 436 Seiten langen Roman fertigzuwerden (891 Seiten in der
deutschen Ubersetzung aus dem Jahre 19515), In anderen Worten haben wir es
hier mit einem typischen Beispiel von "Schinfarberei” und "Konfliktlosigkeit" zu
tun, zwei Begriffe, die die sowjetische Literatur der Nachkriegszeit bezeichnen.
Wihrend dieser Periode des tiefsten Niedergangs der Kultur, wurde Cerny¥ev-
skijs wohlbekannte Formel "Prekrasnoe - éto Zizn™ (das Schéne ist das Leben)
von dem Haupttheoretiker der Zdanov Ara Vladimir Ermilov durch die Formel
"Prekrasnoe - éto nasa fizn™ (das Schéne ist unser Leben) ersetzt, "Grofle Har-
monie: das ist das Endziel des Erbaus der Welt! Herrliche Konfliktlosigkeit, das
ist die Zukunft des sozialistischen Realismus"”, schreibt Abram Terz (alias Andrej
Sinjavskij) in seinem Pamphlet aus dem Jahre 1959 iiber die kiinstlerische
"Methode", welche die sowjetische Kultur ab 1934 beherrscht hatte,

Jenseits der "Liige", die offensichtlich in AZaevs literarischer Fassung von
"Projekt Nr, 15" "widergespiegelt” ist, gibt es jedoch eine Moglichkeit "Konflikt-
losigkeit" anders zu lesen. Diese darf nicht blo8 als Folge eines totalen, kulturlih-
menden Terrors begriffen werden, oder als die endgiiltige Funktionalisierung der
Literatur in einer "totalitdren" Gesellschaft, die in ihrem wahren pesellschaftlichen
Sinne niemals von dem "totalen Staat” begrenzt ist. (Das wissen wir in Deutsch-
land schen lange, mindestens seit dem "Historikerstreit"). Vera Dunhams Ver-
such, die sowjetische Nachkriegsliteratur im Kontext sozialen Wandels zu inter-
pretieren (In Stalin's Time. Middleclass Values in Soviet Fiction), wird selten
zitiert, vielleicht weil man bei ihrem Buch an "vulgiir-soziologische" Ansiitze erin-
nert wird. Andererseits fordert ihre Analyse "totalitire" Ansdtze heraus. Fiir Dun-
ham entsprach die Literatur der Zdanov Ara den Interessen einer neuen "Mittel-
klasse”, "geboren aus Stalins Bemithungen zur Industrialisierung, Umerziehung
und Biirokratisierung des Landes, Fleisch vom Fleische der stalinistischen Revo-
lutionen von Oben, und bereit, das Vakuum zu fiillen, das durch die groBen
Sauberungen der dreiBliger Jahre und der Liquidierung der leninistischen Genera-
tion von Aktivisten enstanden war".% Den Massenerfolg des "konfliktiosen”
Romans von Vasilij AZaev, mit seiner Botschaft der "Einheit der Front und des
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Hinterlands" (edinstve fronta i tyla) kann man jedenfalls als das Bediirfuis des
Lesers nach einem neuen symbolischen Universum interpretieren, nach der Suche
eines neuen "transzendentalen Obdachs", als Folge der Granen des zweiten Welt-
kriegs und anderen Grauen, denn, wie das Berger und Luckmann schon vor fast
dreiBig Jahren formuliert haben, "sind alle Gesellschaften Konstruktionen ange-
sichts des Chaos".?

Das "linke" und "rechte” Ufer des Flusses Adun sehen wir zum ersten Mal im
Roman aus der "Vogelschau", wenn der Chefingenieur Beridze, begleitet von
dem jungen Ingenieur Aleksei KovEov, das "Objekt” von einem Flugzeng be-
trachtet. Es lohnt sich, den Abschnitt zu zitieren, denn det Leser erhiilt dadurch
eine genaue Landkarte des Gelindes, wo sich der Konflikt entwickeln wird:

Tpacca mBask ik Tiepecexana AIyH — rol HoBHHCKOM 1 ¥ HeGOIE-
mero ropoga QIbroxTd, TOXE CTOALIETo Ha peke. UyTh HUXe 3T0-
r0 MECTA PeKa H TPacca PACCTABANMCEH! AJIYH BEIHYABO YXOIHI
BIIPABO, TPacca MOBOPAYHBANA HANCRO HA cebep. OHa IprOmixKa-
Jach X MOpIo, TAHYIAach TIoGepeKseM oo Meica YoHTp, 30eck — B
caMOM Y3KOM MeCTE — He(pTeIpOBOT HOIKEH ObIn mepeceds GYp-
HHH JBeHaIIATHKHIOMETPOBLIN J>kKar IMHCKHAME NpOIHE H Ha
meice I'nfensHoM BHOpaThCA Ha ocTpoB TaticuH. Hedrenpombicisl
HAXOHMIIHCH B CEBEPHOH OKOHEYHOCTH OCTPOB4, B palioHe ropona
KoHuenan — K HeMy ¥ TOJILKHbI GBLIH CTPOUTEIIH POIOKATD Heg-
Tenpoeoxn.d

Nach dem Erkenntnissflug (fiir Beridze ist es eigentlich ein Wiedererkennen:
er hatte vor einigen Jahren diese "grenzenlose Wildnis" erforscht), stiirzt sich
Beridze schnellstens in sein Biiro und "vertieft sich gewissermassen mit tausend
‘Touren in die Zeichnungen," ein Gedicht von Majakovskij vor sich hinmurmelnd;

Ho okassiBaeTCs:
Tpexxie, yeM HAYATh IISTHCS,
Jonro xotsT, paamosones or 6poxeHuns , 9

‘Wie ich bereits in mehreren Publikationen berichtet habe,10 hatte A¥aev selbst
"vor einigen Jahren diese grenzenlose Wildnis erforscht” und das Geheimnis, das
er verbarg, hatte lange "gegiirt." Biniges davon ist an die Offentlichkeit gekom-
men, zuerst durch Geriichte, die vor allem von "Dissidenten” verbreitet wurden,
als AZaev noch am Leben war. Die Stimme des Autors erklang erst nach seinem
Ableben in einem von seiner Witwe herausgegebenen Roman, Der Giiterwagen,
der withrend der Perestroika erschien.!! Es handelt sich in diesem Roman um die
Deportation eines jungen Menschen aus Moskau, Richtung "Freiheit", das ist der
Name des Konzentrationslager in "Svobodnyj". Der Giiterwagen hat viel Auto-
biographisches, denn AZaev wurde am 29, Dezember 1934 wegen "Konter-
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revolutioniiren Aktivititen" verhaftet und filr drei Jahre in das Lager der Baikal-
Amur Eisenbahnlinie, BAMLag NKVD, Stadt Svobodnyj im Fernen Osten ver-
bannt. Doch bereits 1937 wurde er wegen "guter Fithrung" entlassen, blieb aber
im Lager als "freier Mitarbeiter”, wo er filr einige Zeit das "CBRIZ" leitete, das
Zentrale Biiro fiir Rationalisation und Erfindungen.12

Seit 1988 hat sich der Autor dieser Zeilen auf seine eigene Reise begeben, die
ihn durch die verschiedenen publizierten und unpublizierten Versionen des Ro-
mans Fern vorn Moskan gefiihrt hat, auch durch das von AZaevs Witwe bewahrte
Schrifststellerarchiv. Diese Reise fithrte ihn schlieBlich an diese Qrte, fern von
Moskau, und "dort" stellte sich heraus, daB die lokale Presse jetzt dem post-so-
wjetischen Leser und dem Bewohner des post-sowjetischen Fernen Ostens die
dunklen Seiten seiner Vergangenheit ertffnet. Heute wissen wir mit Sicherheit,
daB die Insel Tajsin "in Wirklichkeit" Sachalin ist, daB RubeZansk und Novinsk
"jdentisch" mit Komsomol'sk-na-Amure und Sofijsk sind daB "Viterchen Adun"
(Adun batjuika) als "kodifizierter” Name fiir den FluB Amur steht, fiir die
"Hélle" (ad, v adu) in welcher der Schrifststeller die ersten Zeilen seines spiteren
Stalinpreises schrieb, wihrend er in der Verwaltung des Lagers des Unteren
Amurs arbeitete. Dort nahm er jetzt innerhalb der Verwaltung eine hihere
Stellung ein, als im vorherigen Lager der Baikal-Amur Eisenbahnlinie.!3 An
diesem Ort verfaBte der "freie Mitarbeiter” AZaev verschiedene Gutachten,
Zusammenfassungen, Tatbestinde, Berichte und Memoranda, von denen einige
mit dem "Projekt Nr. 15" zu tun hatten. Die Adressaten dieser biirokratischen
THtigkeit waren G.M. Orentlichermann, Leutnant der Staatssicherheit, Grigorij
Davydovi Ccheidze, Chefingenieur und ebenfalls Leutnant der Staatssicherheit,
Vasilij Arsent'evié Barabanov, Kommandant des Lagers des Unteren Amurs,14
oder sein Stellvertreter Finkel’$tejn.!3 Zngleich widmete sich A%aev in seiner
"Freizeit" seiner zweiten Karriere, der eines Schrifstellers: er verfolgte ein
Fernstudium an dem Gor'kij Institut fiir Literatur in Moskau, wo er im Jahre 1934
Abendkurse belegt hatte, kurz vor seiner "Reise” in den Fernen Osten,

AZaev hatte schon einiges publiziert: eine Erzdhlung, die 1934 in der Komso-
mol Zeitschrift Smena erschienen war.!6 Es folgte eine ganze Serie von Erzihl-
ungen, kurze Theaterstilcke und "dokumentare Prosa” iiber das Thema Umerzieh-
ung durch Stachanovarbeit, erschienen im Soldaten der Bahn. Zeitschrift fiir Li-
teratur und Kunst des NKVD Arbeitslagers der Baikal-Amur Eisenbahnlinie 7
und den verschiedenen Almanachs der "Bibliothek der Erbauer des BAM".18
Doch diese waren mit folgender Rubrik versehen: "Verbreitung iiber die Grenzen
des Lagers verboten". In Komsomol'sk am Amur publizierte der spitere Stalin-
preistriiger etwas dffentlicher, z.B. in der lokalen Zeitschrift Stalinskij Komso-
mol'sk.1? Und wichtiger: hier, unweit vom zentralen Administrationgebiiude des
Lagers des Unteren Amurs auf der Vokzal'naja Strasse, wurde langsam aber ziel-
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strebig die Handlung seines zukiinftigen Romans ansgearbeitet, inspiriert von
"Projekt Nr. 15",

Aus verschiedenen Dokumenten ergibt es sich, daBf "Projekt Nr. 15" fiir die
Erbauung einer Erddlleitung stand, die Ocha auf Sachalin mit Sofijsk am Amur
verbinden sollte. 1939 wurde das Projekt dem Narkomat der Erdélindustrie vom
Rat der Volkskommissare unterbreitet. Die administrative Struktur von "Projekt
Nr. 15" entstand im zweiten Viertel 1940 durch eine Anordnung des Narkomats
fiir Olindustrie. Sofijsk am Amur wurde als Stabsquartier der Baustelle vorge-
schlagen.20 GemiB einiger Quellen, wurde im gleichen Jahr das Projekt dem
Narkomat flir Innere Angelegenheiten (NKVD) tibergeben, und von dort. ging es
an die Allgemeine Verwaltung der Lager flir Eisenbahnbau (Glavnoe Upravienie
Lagere] ZeleznodoroZnogo Stroitel'stva, GULZDS)2! Entsprechend anderer
Quellen wurde die Baustelle dem Lager des Unteren Amurs erst im Jahre 1941
iibergeben.?? Dem Plan zufoige sollte der Bau mehrere Jahre dauern. Als der
Krieg ausbrach, fing der Termin an za schrumpfen: erst war es Ende 1942, dann
wurde es September 1942, Am ehemaligen Plan wurde vieles gedindert.23 Ein
vom Chefingenieur Ccheidze unterzeichnetes Dokument berichtet iiber die
technische Uberlegenheit der "linken Variante” des Projekts. Es wurde anders
beschlossen: das rechte Ufer des Amurs wurde fiir die Erbauung der Erdélleitung
dem linken Ufer bevorzugt.24 Die Helden des zukiinftigen Romans waren die
strojbatovey von heute: Soldaten, die als untauglich fiir die Front eingestufi
wurden wegen “schlechter korpeclicher Verfassung" oder "moralischer
Unausgeglichenheit*23, oder es waren vorwiegend “"normale” Gefangene, War
der Dichter Nikolaj Zabolockij einet von jhnen? Im Miirz 1941 wurde er dem
Untersuchungsbeamten-Techniker-Rationalisator-Schriftsteller AZaev vorgefiihrt,
Folgendes lesen wir in AZaevs Tagebuch: :

20 mapra 1941 r. 3asereRue 3aGoNOLKOTO (03T, PyMAHS, ¢
druanoroMHeit ByXxramTepa) — 10 Neldy OCYKIeH MO KOHTP-PEBO-.
JMIOIUORHON TPOLKACTCKOH NeATENRHOCTH, HaqaneHHK mopyusn
HaM B HeM pasolpaTscs, a OH IPOCHT paGoTaTh IO CIENHATBHOCTH
nenarora. Kakyio xxe nare eMy pafoty?

Zabolockijs Briefe von "dort", die 1989 in der Zeitschrift Znamja erschienen,26
erwihnen dieses Treffen nicht, doch zeigen sie, daB Zabolockijs Bitte nicht erflillt
wirde. Andere Dokumente erteilen unmittelbare Auskunft iiber die Arbeitsbedin-
gungen auf der Trasse, z.B. diese Niederschrift des Gefangenen Filipp Antonovid
Andreev, der 1942 in der Gegend von Kap Cemyj beim Bau des nichsten Ab-
schnitts der Erdtlleitung (NiZnaja Tambovka - Tsimmermannovka) titig war:

...PyGunmn mipocexky 1ol HegpTenporold. CHaqallA XXUIH B ITATAT-
Kax, B 7Byx KulioMerpax oT Hac MOCTpornH Gapaku, Bocems Gapa-
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xoB mo 60 demorek. CrinomHbe Haphl. [loctens: MaTpacoBka, Ha-
Bollouka, HabuTteie TparoH. |...] Kopmunn ogens nnoxe. Ilpoxyk-
TEHI HAM He 3aBe31H. BEIIO TONRKO TO, 9T0 YCIIENH RISITE € COBOH,
3arnpyxa: Myxa ¢ Bopoit. Ymppamu. Enm cons, YTo6R BHI3BATH
*Kaxny. [ToroM muma, manu, mamwm, Pacnyxany, W ymupamnu,

Nach Ablauf der Strafzeit wurde Andreev in Kenntnis gesetzt, dal keiner die
Baustelle vor Kriegsende verlassen durfte, gemiiss einer Verordnung des Staatli-
chen Komitets fiir Verteidigung (GKO). So blieb Andreev als "freier Mitarbeiter™
auf der Baustelle und wurde der Planabteilung zugewiesen. Der Vorsitzende der
Planabteilung "Projekts Nr. 15" hiefl Krupennikov.27 Dieser Name erscheint
auch in A¥aevs Tagebiichern aus den Jahren 1041-432, In Fern von Moskau heiBt
er "Grefkin".

Das Bild aus der "Vogelschau", das im Roman beschrieben ist, entspricht
dem, was man auf einer "wirklichen" Landkarte findet, bis auf ein Detail: es ist
ein Spiegelbild. Dort wo der Fluf} und die Erdélleitung auseinandergehen, "weicht
der Adun majestitisch nach rechts" wihrend "die Leitung nach links gegen
Norden schwingt". Die "wirkliche" Karte zeigt, daB der Amur nach links weicht
und die Erddlleitung nach rechts. Mit anderen Worten, die "wirkliche™
Toponymik wurde "verschoben" oder "verzerrt" als si¢ zum Roman wurde. Doch
jenseits der offensichtlich strategischen oder weiteren "dialektischen" Griinde,
denen der Roman sich unterwerfen muBte um tiberhaupt zu erscheinen, zeigt uns
diese Umkehrung der Richtungen einen Ausweg aus dem Spiegel: Erzihlliteratur,
Fiktion, ist miitzlich fiir Geschichte in ihren vielfiltigen verkehrien oder
umgekehrten Widerspiegelungen. Dominick LaCapra schreibt in Rethinking
Intellectual History: Texts, Contexts, Language, daB "die Untersuchung der
Beziehung zwischen Wirklichkeit und Texten das Problem der Interpretation eher
erschwert als es zu vereinfachen”.28 BEs ist aber auch eine Tatsache, daff, um
Geschichte zu schreiben, solch eine Untersuchung unentbehrlich ist, auch wenn
das Verhilinis sich nie als "direkt" erweist, denn die meisten Quellen der
Geschichte bestehen aus Texten.

Ist die fiktionale "Umkehrung" des "Projekts Nr. 15" als eine zweite Serie von
"Kodierungen" zu verstehen, nachdem Komsomol'sk zu RubeZansk, die Stadt
"am Rande" wurde, Sachalin zu Tajsin, die Insel des Geheimnisses, Pogibi zu
Kap Gibel'nyj, der Kap des Todes, und der Amur zu Véterchen Adun, der FluB
der Holle? A¥%aevs Tagebiicher und Werke zeigen, daB Code und Wirklichkeit
miteinander verstrickt sind wie Beridze mit dem Chekisten Ccheidze, Batmanov
der Ingenieur mit Barabanov dem Kommandanten des Lagers des Unteren
Amurs, und AZaev selbst, eingefangen in der literarischen Montage seines eige-
nen Lebens. Denn dies war eine Welt bewolnt von Ingenieuren, Leutenants der
Staatssicherheit oder ihrer Stellvertreter, und Literaten.
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Viele "Indizien" im Roman Fern ven Moskau, in der Entstehungsgeschichte
dieses Buches, bzw. in den Tagebiichern des Schrifstellers und anderem Material,
das kiirzlich an die Oberfléiche trat, all diese Indizien zeigen, da "Realitit™ und
Roman der gleichen Domiine angehtren. AZaevs Selbsteinschiitzungen in seinen
Notizbiichern, seine Gespriche tiber Literatur mit dem Lagerkommandanten Bara-
banov,? sein Debiit als Schriftsteller durch Umerziehung in Svobodnyj: all das
zeigt mehr als "Schonfiirberei”; es handelt sich um den verzweifelten und gewiB
beispiellosen Versuch, Literatur "von unten” zu kreieren, nahezn ans dem Nichts,
Zngleich kommen wir zu einem anderen Verstindnis von "Lagerliteratur” und das
Bild der "Realitiit" im Lager verschiebt sich. Zu "Swift", "Stendhal" oder "Radi-
ev" ist es ein weiter Weg, Diese Autoren studierte 1941 A¥aev in den Niichten
von Komsomol'sk am Amur, als Teil seiner "Hausarbeit” fiir sein Fernstudium
am Gor'kij Institut in Moskau. Anch wenn Ermilovs Formel "das Schine ist un-
ser Leben" sich nicht direkt in AZaevs Buch (und anderen Biichern seiner Zeit)
widerspiegelt, so ist es woanders reflektiert, z.B. in der "Realitiit", die der Leser in
diesen Biichern fand. Folgende Zeilen findet man in AZaevs Archiv. Sie weisen
auf die Taisache hin, daB sowjetische Nachkriegsliterator gelesen wurde. Sie
konnte sogar das "Leben retten™:

(Brief an den Autor aus dem Jahre 1949. Name des Senders unbekanni)

Bt 3maete, uro "Maneko ot Mockeu" monw6Hnm; Ho BEL He 3HAC-
Te, YTO ATY KHHIY padpelBany Ha JIMCTKH B pafoduHX MOCEIKax
HonGacca (kKuura Gella oIHa, a IWTaTh XOTENHA Bee cpasy). Ha nee
HepeTECHBAIY [ENbie CTPAHEITH, JEONH PasHbIX Tpodeccuit [...]
MHe JoBeIoch BHAETh 3TY KHHT'Y B AoMe Bpada, Ha kHAre Goimo
HAMACAHo: "3Ta KHUTA Iyuniee TeKapcTBO OT MHOTHX GollesHeH".
O KHUre FOROPHIH HA NAPTHIHLIX AKTHBAX K pafodnx cobpaHu-
ax. Be cpapaueam ¢ Heropreit naptaw. " Hanero ot Mocksbl” Her
B KHHZKHEIX Mara3uHax, JaKe HeT Ha JIATHIIICKOM A3bIKe,

(Brief an den Autor, Datum unbekannt)

Hparonenssiit Bacunuit Hukonaesuy!

Kaxas 5 cyacTImiBasi, MOI'Y CMOTPETh HA XXMBOI'0 A YCIEIHIY COCTa-
BHTENA HHTEpecHOro poMana "Jlamexe or Mocksr", Takasi HHTe-
pecHas MEICIb ¥ MeHs NOSBHIIACE B I'OIIOBE, KO MA BBl TONBKO BEI-
UM Ha clleHy. B kakol Mepe OH MHE TIOHPABHIICS, CYIRTE CAMH.
B 1949 rony MHe npencToAna croxnas Gonsmag onepanns. A ne
HaeAnacs IepeHecTH ITOH oNepanyy, U Bce-2Ke 4 JATA COTTIACHS
Ha Hee. Ho A npuzHanacsk BpadaM, 9TO 51 HE XOTY YMEPETE He Xo9H-
TaB kauT'H "Jlaneko oT Mockesl" H OHH TIEPEHECIH JEHE OTIepa-
IHMH [0 TOrO JHA, KO EA IIPOoYNa KHATY. UeCcTHO roBapio, YTo 310
6bL1e, f aroro HuKorga He 3a6yxy. VI Bpatu nocne olepanny MHE
COBOPHNY, YTO ¥ HHUX He GBUIO B NPAKTHKE TOTO CIy4Yas, YToGH
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OHH TIOIINA Ha YCTYNKY OONBHOMY LA BIIE KOIJa TaK CPOYHO
HYKHO NETHTE Ta 10 Takol npuanHe. O MOHANH, UTO 3TC HyXK-
HO.

l'[poxopoﬁa
Kypoecxuii koMOHHAaT

Fiir Berger und Luckmann ist die "Rechtfertigung des Todes" eines der Haupt-
bestandteile symbolischer Universe. Sie erlaubt den Menschen, dem #dufiersten
Schrecken seines eigenen Todes zu entgehen und “weiterzuleben” 3¢ Auf der Ge-
sellschaftebene hat das symbolische Universum auch die Funktion, die Geschich-
te zu "ordnen". "Bs verbindet die Menschen mit ihren Vorgingerm und Nachkom-
men in einer sinnvollen Gesamtheit". "In Bezug auf die Vergangenheit, stellt es
ein ‘Gedichtnis' her, das von allen sozialisierten Gliedern der Gesellschafi geteilt
wird".3! Das "Gedichtnis" das die Erziihlung in der Wirklichkeit von "Projekt
Nr. 15" herstellt, zeigt sich in einem weiteren Brief, geschrieben 1951, Dieser
Brief wurde dem Autor des Romans Fern von Moskau von einem Menschen zu-
gesandt, der an der Erbavung des zweiten Abschnitts der Erdélleitung teilnahm,
etwa sechs Jahre nach der ersten.2 Der Briefschreiber wollte mit "seinem" Autor
den Anblick einer Gedichtnistafe] teilen, die er unweit vom Kap Lazarev gesehen
hatte. Auf der Tafel stand: "hier arbeitete Batmanov". Batmanov, der Leiter der
Baustelle im Roman und der "historische” Barabanov des Lagers des Unteren
Amurs waren eins geworden. Im gleichen Jahr 1951 schreibt der Reporter E.
Rjab&ikov einen Artikel fiir die Zeitschrift Ogonek iiber den Erban des Kanals
Volga - Don. In erster Linie geht es dort um die "Begegnung mit Batmanov, Held
des Romans Fern von Moskau". Im "wirklichen Leben" war Vasilij Arsent'evit
Barabanov der Held, als Leiter der Erbauung des Knotenstaudamms von Tsim-
liansk 33 Wer von beiden ist fiir die Geschichte wichtiger? Die lebende Legende,
oder simtliche andere Batmanovs-Barabanovs, die von sonstigen Quellen zur
Oberfliche gebracht werden? Von denen gab es nihmlich mindestens zwei. ..

A, Kiri¢enko nimmt an, daf der Batmanov des Romans von Viadimir Ivanovig
Batmanov inspiriert war, Leiter der Produktionsabteilung der Allgemeinen Ver-
waltung der Lager fiir Eisenbahnbav.¢ Ein weiterer Batmanov, den AZaev ge-
kannt haben mupte, war der Chefredakieur der Zeitschrift Tichookeanskaja zvez-
da. Dieser Batmanov hatte eine wichtige Rolle bei den Siuberungen der Jahre
1936-37 gespielt, zusammen mit Aleksandr Gaj, Piotr Komarov, M. Alekseev,
v.a.,33 die ihrerseits eine wichtige Rolle in AZaevs beruflichemm Werdegang als
Schriftsteller gespielt hatten. Alekseev, z.B., der 1937 als Vorsitzender der Fern-
dstlichen Abteilung des sowjetischen Schrifstellerverbands zutage trat, war auch
Chefredakteur der Chabarovsker Zeitschrift Na rubefe. Diese publizierte im glei-
chen Jahr eine Erzdhlung unseres Autors, der soeben deh Status eines Hiftlings
des BAMLag NKVD, Stadt Svobodnyj, fiir den eines "freien Mitarbeiters” des
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gleichen Lagers eingetauscht hatte.36 Die Zeitschrift stand buchstiiblich "am
Rande" (na rubefe) seines neuen Lebens. Hat "RubeZansk”, die fiktive Stadt in
Fern von Moskau etwas damit zu tun? Die Erzihlung handelt von einem Ehepaar,
deren Kind mit einer Hasenscharte geboren wurde. Das Kind wird jedoch von
der sowjetischen Medizin geheilt, wie auch seine Eltern von ihren fritheren
Verbrechen geheilt wurden. Durch Stachanovarbeit anf der Baikal-Amur
Eisenbahnlinie wurden sie zu nenen Menschen umerzogen.

"Who is who" in diesem Labyrinth von Geschichte und Erzihlung, wo BAM-.
Lag, NiZne Amurlag, "Projekt Nr. 15" und Literatur sich {iberschneiden? With-
rend unsere Reise durch die gedruckten, weniger gedruckten und nie
erschienenen Seiten geht, wird Geschichte zum Roman, und aus Kontext wird
Text.

Erinnern wir uns an eine Passage von Jurij Trifonovs Erziihlung "Der lange
Abschied”. Rebrov erzihlt dem Regisseur Sergej Leonidovié von seinen
Nachforschungen iiber den lang vergessenen Revolutionir Nikolsj Vasilevié
Kleto&nikov. Diese Nachforschungen sind Rebrovs Suche nach seinem eigenen
Selbst. Sergej Leonidovi€ antwortet: "Ach, wenn man nur den Strom der Zeit
beschreiben kounte, der alles und jeden mit sich reifit!" Trifonov und sein
literarischer Kollege der spiten vierziger Jahre, Vasilij A¥aev, erhielten die
gleiche Auszeichnung (den Stalinpreis) und ihre Lebenserfahrungen
iiberschnitten sich. Doch Trifonov wurde mit beidem fertig, durch Erziihlung. Fiir
ihn gab es ein "anderes Leben".37 Fiir A¥aev gab es das nicht. Und hier besteht
der grofie Unterschied, wenigstens was Literatur betrifft,

Anmerkungen

1 Akt sdadi i priema tovarno-nefteprovodnej kontory "Dal'neftekombinata” ot 28
ijulja 1944 g,, napravlennogo v Krajkom YKP(b} Chabarovskogo kraja. Go-
sudarstvennyj Archiv Chabarovskogo Kraja, f. P-35, op.], 4. 1694, 1L. 104-
116, 119-122.

2 Es geht hier nicht um die Usinsk Erddlleitung in der russischen Arktik, die un-
langst von sich horen lieB. Vgl. Sam Howe Verkhovek, Ruptured Pipline
Spreading Hot Oil in Russia's Arctic, The New York Times, 25, Okt, 1994,
Nr. 49 (860}, 8. Al, Al4,

3 Andere Quellen zeigen, daB eine Anordnuﬁg des Zentralen Komitets der Partei
und der Rat der Volkskommissare die Rohre aus den USA kommen lieB, und
daB diese 1940 abgeladen wurden. Fond Informacionnogo Centra UVD Cha-
barovsksogo Kraja. Strojka No 15. F. 54, d. 3. Die Ausziige aus dem UVD



"Projekt Nr. 15" 229

Archiv wurden dem Author dieser Zeilen von M. Kuz'mina, Priisidentin der
“Memorial" Gesellschaft in Komsomol'sk am Amur, {ibergeben.

4 W, Kasack, Lexikon der russischen Literatur ab 1917, Stuttgart, 1976, 40-41,

5 W. Ashajew, Fern von Moskau. Roman in 3 Biichern (In einem Band), Berlin,
Verlag Kultur und Fortschritt, 1951.

8 V.S. Dunham, Ir Stalin's Time. Middleclass Values in Soviet Fiction. Enlarged
and Updated Edition. With a New Introduction by Richard Sheldon. Introduc-
tion to the first edition [Cambridge University Press, 1976] by Jerry F,
Hough. Durham, Duke University Press, 1990, 13.

=J

P. L. Berger and Th. Luckmann, The Social Consiruction of Reality: A Treat-
ise in the Sociology of Knowledge, London, Allen Lane, 1971, 121.

8 V. AZaev, "Daleko ot Moskvy. Kniga pervaja”, Novyj mir 7, 1948, 21.

k=]

Daleko ot Moskvy, 22.

10Th, Lahusen, "Das Geheimnis des Adun. Rekonstruktion einer Geschichte",
Wiener Slawistischer Almanach 24, 1990, 115-126; "The Mystery of the Ri-
ver Adun: Reconstruction of a Story", Thomas Lahusen, with Gene Kuperman
(Hsgh.), Late Soviet Culture: From Perestroika to Novostroika, Durham,
Duke University Press, 1993, 139-154; "Loin de Moscou, ou les trois utopies
de Vasili Ajalev", Le gré des langues (Paris) 5, 1993, 116-140.

11y, AZaev, "Vagon", DruZba narodov, 1988, 6, 7, 8, Der Roman sollte 1966
erscheinen, wurde damals aber abgelehnt. AZaev starb zwei Jahre spiiter.

12 Hiir einen Augenzeugenbericht iiber A¥aevs Titigkeit als Leiter des CBRIZ in
Svobodnyj, vgl. Ja. Charon, Zlye pesni Gifoma dju Ventre, ProzaiCeskij ko-
mentarij k poétileskoj biografii, M., Kniga, 1989, 80-81.

13 Das "Erziehungslager des Niederen Amur" (NiZne-Amurskij ITL. NKVD
S8SR), unterstand in dieser Zeit der Allgemeinen Verwaltung der Lager fiir
Eisenbahnbau (GULZDS), eines der wichtigen Sektoren des GULAGs. Ur-
spriinglich in Svobodnyj stationiert, wurde die GULZDS 1940 nach Moskau
verlegt. Das Empfangslager der Verwaltung war das System des Amurlag in
Komsomol'sk. Vgl. A. Kirienko, "Rassekretennye sekrety, ili O siroitel'stve
nefieprovoda ‘Ocha-Komsomol'sk'", Priamurskie vedomosti, 4. und 5. Juli
1993; E. N. Cernoluckaja, Osobennosti formirovanija naselenija i trudovych
resursov Dal'nego Vostoka SSSR v 30-¢ - nadale 50-ch gg. (O roli "Speckon-



230 Thomas Lahusen

tingentov"), Reprint. Vladivostok, RAN. Dal'nevostoénoe otdelenie. Institut
Istorii, Archeologii i Etnografii Narodov Dal'nego Vostoka, 1993, 7,

14 Prikaz No. 370 NKVD SSSR ot 04.01.40 ob obrazovanii NiZne-Amurskogo
ITL NKVD SSSR za stet slijanija Vostotnoge, Jugo-Vostodnogoe i NiZne-
Amurskogo ¥eleznodoroznych lagerej. Upravlenie v Komsomol'ske, Nadalnik
Upravlenija V. A. Barabanov, Cernyj j kamen' na krasnoj zemle, Komso-
mol'sk-na-Amure, Gorodskoj Komitet "Memorial”, 1992, 70,

15 M. Kuz'mina, "GraZdanin Lekpom", Dal'nevostoényj Komsomolec, 3. Okt.,
Nr. 192, 1989,

16V, AZaev, "Pjat’ let Zizni. Rasskaz", Smeng, 8, 1934, 10-11.
17 Putearmeec: Literaturno-chudoZestvennyij furnal BAMLaga NKVD,
18 Biblioteka Stroitelej BAMA.,

19V, A¥aev, "Zailichi. Rasskaz", Stalinskif Komsomol'sk, 3. Jan., Nr. 2 (2467,
1941.

20 Prikaz Narkomata toplivnoj promy§lennosti ot 29 ijunja 1940 g. (Prikaz No.
416a). Quellen des Informacionnyj centr UVD Chabarovskogo kraja, zusam-
mengestellt von M. Kuz'mina, Komsomol'sk am Amur,

21 A, Kiri¥enko, Rassekredennye sekrety.

22 A. Suturin, Amurlag. Koljucaja pravda. Dokumental'nye rasskary, ocerki i
vospominanija o sud'bach dal'nevostodnikov v 30-40-e gody, Chabarovsk,
Chabarovskoe kniZnoe izdatel'stvo, 1990, 94-95.

23 A. Suturin, Amuriag, 94-95; A. Kiridenko, Rassekreennye sekrety,

24 Der Bericht wurde 1945 vom NKVD an V. AZaev auf dessen Antrag gesandt.
UITLK UNKVD po Chabarovskomu Kraju, tov. AZaevu. Unterschrift: Na-
¢al'nik bjuro po delam izobretatel'stva NKVD SSSR (Strat'ev). Archiv V.

- AZaev,
25 A, Kirigenko, Rassekrefennye sekrety. -
26 "Pis'ma N. A. Zabolockogo 1938-1944 godov", Znamja, 1989, 1, 113.

27Ebd.



"Projekt Nr. 15" 231

28, LaCapra, Rethinking Intellectual History: Texts, Contexts, Language, Ithaca
and London, Comell University Press, 1983, 39-41,

29 28 mapra [1949 r.]. Benn uHTepecHbe pa3ropophl. B.A. [BapaGanos] Bech-
Ma HAYWUTAH H HMeeT oueHb 000 BCEM OTUETIMBOE CYJKIEHHE, O HAlleM
KHHO, IHTEpAType (0OLIMHO XOPOLHH BKYC); BOCXHIHAJNCSH craTheit McTH-
CTABCKOT® © IHCATEJBCKOM pemecne (TaMm I'Je TOoBOPHTCS ©
Heo6X0IMMOCTH AKTHEHEHTIIEr0 y9acTKa B XKHIHH H o TOH nHTepatype,
KOTOpas CTAHOBHTCS HACTOSAINEH, KOT'KA OHA COCTABNAET YaCcTh JKH3HHK),

30 p, L. Berger and Th. Luckmann, The Social Construction of Reality, 118-119,
N Ebd., 120

32 Die Erbauung des letzten Abschnitts der Erddlieitung (Sofijsk —
Komsomol'sk) und die Reorganisation des Lagers des Unteren Amurs (NiZne-
Amurskij ITL. MVD) wurde im Mirz 1948 verorduet. Prikaz MVD SSSR Nr.
05593. Die Leitung wurde im August 1952 fertig, nach einer mehrere Jahre
dauernden Unterbrechung. Dem Lager des Unteren Amurs des NKVD
wurden strategisch "wichtigere" Projekte anvertraut, z. B. die Erbauung der
Eisenbahnlinie Komsomol'sk — Sovetskaja Gavan' (Projekt Nr. 500),
Archivmaterial von M. Kuz'mina,

33 B, Rjablikov, "Postup' bogatyrej." Ogonek, 8. April 1951, Nr. 15, 2-4.

34 A, Kiritenko, Rassekreennye sekrety,

35 Protokol Nr. 4. Zasedanija DV Pravlenija Sojuza Sovetskich Pisatelej ot 10
marta 1937 g. Gosudarstvennyj Archiv Chabarovskogo Kraja, f. 1738, op. I,
d. 1L, 1. 8-9,

36 V, Afaev, "Syn. Rasskaz", Na rube¥e. Zurnal chudoZestvennoj literatury i
publicistiki. Organ dal'nevostoénogo pravlenija sojuza sovetskich pisatelej.

Kniga Zetvertaja. (Tuli-August, 1937), 60-74.

37 vgl. Jurij Trifonovs Erzihlung "Drugaja ¥izn’" [Das andere Leben], Novyj
mir, 1975, 8.






Wiener Slawistischer Almanach 35 (1995) 233-244

Esrenmii [Jo6peHko

OKAMEHEBIITAA YVTOIA
(BRICOKMIA COIIPEAJIN3M: BPEMA ~ [TIPOCTPAHCTBO —
MMAPOKCH3IMBI CTHILT)

Xaucy IoHTepy

WzpepokeHne BYIKAHA. . . TIPOARIAETCS
¢ OTpOMHON CHIOMH B BHAE T.H. TAPOKCH3MA,
NPOAKAIIET0C S OOBIKHOBERHO KOPOTKOS Bpems,
akax, B. O6pyder. ByokaHul. —
Bommas Copercxan Sapuxnomennn, T. 13, 1929,

ConpeannsM, BEPOSITHO, eMHHCTBEHHOE HATIPABIEHHE B HCTOPUH PYCCKOH
muTepaTyphl XX Beka, passHBaBIleecsa "Ha OesansTepHaTHBHON ocHoBe", K
MOHOTIONAHE CTPEMSTCSH €lIBa JTH HE BCE XYNOMKESCTREHHRE CHCTEMH, YTBEDK-
IaA CROK YHHKAIIBHOCTD, HO TOJIBKO COLPEATTAIMY ¥ HaNIOCh MOHOIIOITHEY B HC-
KYCCTBe TIONIY9HTh. BoJee TOro, MOXHO YTBEPKIATE, YTO OH TOJNEKO H MOJKET
peann20BaThk cefs MOMHOCTEK NHIIL B YCIOBHSX MOHONOIMH. B Havale u B
KOHIIE CBOETO IIYTH COIPEAIIHSM MMEN IHTEPATYPHMIN KOHTEKCT, HO BCAKUH
pas TakoH KOHTEKCT GBIl "BHIHYIKASHHBIM" H MOKET OHITE 00BACHEH NTHIIL
ppeMeHHON cHaBocTEI0 "caMOro NMEpeioBOT0 XYIOXKEeCTBEHHO 0 MeToma”,
CoGeTBeHHO, 0 COIpeanuiMe KaK O TIPAKTHKE HCKYCCTBA MOMCHO T'OBODHTH
JHIIL TPAMEHNTENBHC K IBYM HECATHICTHSM ~ cepelnHe 30-X — cepenune
50-x romos. Pasymeercs compeardcTHYecKas 3cTeTHRA GOPMHPOBANACE 10
cepemrubl 30-x ronos.! PazymeeTcs Takxke, conpeanusM He ymep (Ia ¥ He
HoKeH GBI YMEPETD) OT XpyIeBcKel "orTerienn”. OnHako, oT mpeShBanys
B KYIbTYPHOM KOHTEKCTE COLpealn3M pcerma yeagan "JoMuHHpoBaHHe"
910 3CTeTHUECKOH NOKTPHHL! B IIOCTCTATMHCKOM COBETCKOM HCKYCCTRE —
TpH3HAK HCTOPHUECKHX abeppallii, 00YCIOBIEHHAbIX COBETONOI HYECKOH Ta-
paHoDiiel: ocTaBasACDh MO MPEHMYINECTBY COBETCKOH, MHTePaTypa, HECOMHEHHO,
BCE JANLIIIE YXOOMAA OT COIPSANACTHHECKCT O KAHOHA, TOYHC TAK 2K¢, KAK H B
JOCTANHHCKYIO 310Xy, OYIyUYH B OCHOBHOM COBETCKOH, JIO STOr0 KaHOHA "mo-
pacti" He MorJia. B 060HX cryuasx cOCTOAHME KAHOHA SBNSETCSH OIIpeacIsilo-
miam2Z; B 20-e TOMB OH ellie He "Ho3pen” 10 MOHOIIONKH, B NOCTCTAIMHCKYIO
snoxy motepan ee. CoReTcKas MapajMrma IHAYHTENBHO IIAPE COGCTBEHHO
cOIpeaTHCTHISCKOH, HO COLPEANIaM, JIMIIL MONHOCTRIO TIOKPLIBAS KYIBTY])-
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HOE IpOcTPaHcTBO (KAK B OTMEMEHHOE TBAAIATHIETHE), CTAHOBHTCA 1[0 KOHIIA
caMuM coBoit,

3TO HABOINWT Ha MEICIE O TOM, YTO COUPEAIHIM MOXKET Da3BHBATECA H
IOCTHYb CBOHX BEPIIHHHLIX 0GPAslioB TOJIBKO B YCIOBHAX KYAETYPHOIO Ba-
KyyMa (TOr ia Kax. IPYTHe CTHICREE HAPABIEHH A, CKAXKeM, CAMBOIHIM, dy-
TYpPHSM HIIH pPeal¥sM BeChMA IIONOTBOPHO PASEHBAKTICA B YCIOBHAX He
NIPOCTO COCYINECTROBAHMA, HO KYNETYPHOTO THAIOCS),

310, manee, rOBOPUT O TOM, YTO TPAHCHOPMALIHE CONPEATHCTHIECKOR CHC-
TeMEl HOCAT 3aKPLITHIH Xapakrep — He IIPM3HABAs HHYEro PAOOM ¢ coboit,
colipealEaM OCTABANCA B BEICIUCH CTEIICHH ST'OHEHTPHYHEIM, GHIT COCPEno-
TOYEH MOYTH HCKMIOYWTENBHO Ha cele CaMoM H IIOTOMY MOXKHO CKA3ATh, ITO
T4 SCTeTHHeCKas MOJie/lb OTIIHYATACE BEICOKOH CTEIIEHBIO BHY TPSHHEH HAfps-
KeHHoCTH. OTYacTH, KaK MPENCTARIIETCS, TAKAS HAMPAKEHHOCTh CBsE3aHa ¢
TEeM, YTO colipeallnaM, OyAyuH "3aKOHHBIM HACTCOHEKOM" PERONIOIACHHON
KYHIETYpPHL, CKOHACHCHPORAIL B celc OTPOMHBIH PaspyIIHTelEHLIH TOTCHITHAI,
CIIOMHB MHOT'OBEKOEYIO TPaJMIIMIO PasBUTHA PYCCKOH uTepaTyphl. Kak Gbl
HU ObLIIa IPOHHTEPIPETHPOBAHA T4 TPANMIIHS, MOXKHO BHIIETh, YTO GYKBalb-
HO Bce "ITporpeccHBHEE JIWHAN" €6 PAIRMTHA OKAZAIHICH IPSPBAHHEIMH. K ux
ypenry M. Jluxages oTHeC:

— IOCTENSHHOe CHH>KGHHE NpSMONMHEHHOH ycnopHOCTH (o0MHpIIEHHS
S3LIKA ¥ H300DasHTENBHBIX CPEICTB, PACIIMPEHHE TEMATHYECKOr 0 CIICKTpa,
CHEZXEHHE KONHYeCTRBa "MaTpHIl” H KAHOHOB, PO IHTEPATY PHOTO STHKETA H
MH. [p.);

— BOIpACTAaHHe OPraHU30BAHHOCTH (YCTOXKHEHHE OBeCTBOBATENBHEIX
CTPYKTYP, HHTCINEKTYATHAAHU A THTCPATYPE B HATATENA, HCTOPUIHOCTE CO-
aHAHHA U Op.);

— BO3BpacTaHHe JTHYHOCTHOrO HATAIa (HHnHBHnyannaaan aBTOPCKOTO
CTHITA, MHHIABH DY ATHIAIIN A [IEPCOHAKEH);

— yBeJMdeHne "cekTopa creSomb" (YMHOXKEHHE JINTEPaTYPHBIX JKAHPOR,
BBEJEHHE B IIMTEPATYPY HOBBIX ITHTEPATYPHHIX OPM KK DEIYILTAT HEMO-
KPATHIAAH JIATEPATYPE! U YCHISHHS MeXKYILTYPHOH HHTEr PAllHH);

— pacIIEpeHUe cOlManbHoR cpenkl (B cgepe MeHicTBHS B IUTEPATYPHEIX
OPOH3BENCHH X, BBeICHAS B JIMTEPATYPY BCe HOBBIX W HOBHIX COIIHANBHEIX
CHOSB H T.1.);

~ POCT I'YMaHHCTHYECKOr0 HATATIA;

— paclTApeHME MEPOBOTQ OIILITA;

— pacUIMpEHHe | YIIIyOIeHe THTaTebCKOT0 BOCIIPHATH A JUTEPATYPHOIO
TUpoMaBeeHus.

Jlaske OTKAZABIMHCH OT X4PAKTEPHCTHKH BBEIICNEHHBIX TCHICHIHH Kak
"aporpeccHBHLIX", Hellb3sd He IPHSHATE HX HATWIHA B HCTOPHKO-JIHTEpa-
TYPHOM paspuTHH. Ho Bpsin M Hy>KHO CIIEIIHAIBHO HOKAILIBATE, UTO "'CaMBIH
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TiepeNoROl XYNOMKECTECHHEIA METO, B UCTOPHH HeJIOBEUecTBA" GYKBANBHO 110
BCEM OTMEYEHHBIM THHIAM TIOC/ISIOBATENLHO 1SN B 00paTHOM HANpaBIeHHH.
DereTrdeckan cUCTEMa JOMHa o6NagaTh TOMCTHHE OpyTaEHOMN conol, uro-
GBI MOnoBHEH oM IpoM3BecTH. MICTOYHHKH 3TOH CHIIBI He clenyeT HCKATh
TONLKO B "IEMOHHYeCKOM meMHyprusme” asaHrapia (b. I'polic) — colpea-
aA3M o61agan U co0CTBEHHEIM [TOTEHITHAIOM, 3aKOIHPOBAHHOM B KYIIETYpP-
HOM MeHTAIHTeTe K PeATH3CBaHHOM B TPaHC(hOPMAIHHK €0 TIPOCTPAHCTREH-
HO-BpEMEHHO0 KOHTHHYYMA, Ero HanpaseHHoCcTh U 9KI3aIbTalus B "BhICO-
KHil nepuof” CBHIETENRCTRYET 06 3TOM.

Bonpoc, koTOpLIH Hac 31echk J3aHMMAaeT, ACHO ChOPMYIMPOBAH HCTOPHKOM
COBETCKOM apxuTeKTyphl: "Tlodemy CTAIHHCKHIN KITaCCHIIMAM (TOUHEE — aM-
IHp), OCTARASACH TAKOBEIM TI0 CYITIECTRY, B Hayane 50-X rogoB TeM He MEHee
BBIXONHT 33 PBMEH «OIaropofHO TPOCTOTE A CNOKOHHOr G BeXIMaus», TIpH-
oGpeTas SIBHBIH 0TTEHOK GapodHOM, a IoNYac U FOTHYCCKOMN Bxaanpraupu?'4
B 3TOM BOTIpOCE CMYIIAET JIMIHIL XPOHONOIMYECKasa OTHECEHHOCTE OTMeueH-
HBIX KAYeCTB CTHIIS K Havany 50-X romos.

JleficTRUTENBEHO, HOCTPEBONIOIIHOHHAS by TYPOHATIPABNEHHOCTD KYJILTYPSL
cMeHAeTCA B collpeanuaMe cBoeoOpasHol anmonoryelt npoutoro. Ipomnnoe,
KOTOpOS [IOHAUATY IIOINTIEKANC ML TOTANLHOMY PA3PYILEHHIO, O BpeMeHEM
ofpeTaeT oNpeRelIeHHY 10 HEHHOCTD, A IBYKEHNE — TeleoIorHIHoCTs. ITo Tou-
Homy cnpegenesnky C, Kaprapanse: "na cMeHy GesoroBOpOYHOMY OTPHIIA~
HHIr CTApoTo TIPHOIE] TPHHIHA ero GeCKOHedHO# momepHm3aimn”.S He
cay4alino B GyHOAMEHT COIPEATHCTHIECKOH TOKTPHHK B 30-€ 1oLl H KIa-
meTcs CHMGHOR PATNoOBCKOro "perporpagctea” ("'yueba y Knaccukor™) H Mopb-
koeckoro "poManTHamMa" ("Hano medrars!”, ">XXM3Hb B ee PEBOIMIOLIHOHHOM
passHTHH"). Taxas OBYIICIIOCHOCTE COIIPEATIHIMA TIO3BONIIA COANAHCHPOBATE
aKTyalbHOCTE Tponmnoro u 6yaymero. CollpeaMACTHYISCKAsd KYNLTYpa He
CTPORT YTOIHH — OHa B Hell 3XWBET: AA Hee yXKe TIPOH30IIEN obemanHbii
MapKcoM cxa40K K3 "HapcTBa HeoGxomuMocTd" B "IMAPCTEO CBOGOAR", aa-
KOHYHMACH "TpeRsIcTOpHA" 1 Havanack Heropua (umm "moctHcropusn”?). B
3TOM HACTYIIMBILEM — BEYHOM TEHEPh YK€ — LapCTBe M PAcIIBETACT colipea~
JNA3M.

HamGonbIluii HHTepeC 37eCk IIPEACTABISIET CTPATEr M KYIBTYPEI 10 OTHO-
MIEHHIO K OpolunoMy H GynyiieMy. OcTaasch HCKNIOUHTEIFHC aKTYAIBHEI-
MH, OHH "BHTAIKHRAIN" HACTOSIIEE, KOTOPOE HHKOT A He GRIJIO CaMOLEeH-
HEIM B CTallHHCKOH KYNBTYDE, 0CTABAAChH BPEMEHHEBIM, IipexoaainemM (“Bpe-
MeHHBIe TpyIHOCTH"). FapMoHHA3a1Hs, K KOTOPOH CTPEMMIICH COLPEATHIM B
cpoll 3penelil IEpUO, HAIPOTHB, ONHMPATACh HA IEHTP. A TAKHM (EHTPOM
MOTJIO CTATE TONRKO HACTOAILEE. 3TO BHAHMMOE poTHEOpeure. BpeMennoi
CHEKTp HAYHHACT AROHTLCA. 1oz Iilagkoil noBepXHOCTEI IIPOHCXOMAT CKPbI-
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THI MarMaTHYecKHH TIpolece, 3aBepHIzIONIMHACS 06pa30BaHHEM "BHIIIYK-
TIOCTH" ¥ U3BEPKEHHEM BYJIKaHa, JITC Ha TEMIIOPAILHOM OCH, :

Ha cnaTuanbHOH — IPOCTPAHCTBEAHON OCH IIPOMCXOIUT HEUTO oIofHoe.
HepapXuyHOCTS ¥ EEHTPOCTPEMETEIFHOCTS COBETCKOT0 IIPOCTPAHCTRA TAKKE
CBS3aHA ¢ KOMIIIEKCOM MapMOHH3ALMH, TPHCYIIHM CTATHHCKOH KyNbTYpe,
OnHaKo H CUaTHANLHAA MOJEIb KYIBTYPhl HATHHAET J(BOMTECT: MEALY HH-
TepHalHOHANEHOH Hercrkol ("TIponerapay BeeX cTpad, coendpsiTecs!") o
"ocTpoBHOI" pakTHKOE ("conpeaniaM B OTHOHM cTpae"), ITH IPOLIECCH, HO
yKe "Ha MOBePXHOCTH KOphl' METAT TO K& MeCTO, ['Ie KyNLTYPHBIE B3DLIB K
IOIKCH IIPOHIOHTH,

Vinet naBneHye 1 "cHuzY" (TeMIIOpaIsHAs OCE) H "cBepXy" (CHATHANLHAS) —
B 1enTp. Hacrynaer konnarme, "rig B¢ CTATHBANIOCH K «BOXK/II0 HAPONOE» H
ero «BeIHMKOl 3II0Xe» H IapaJoKCcanbHO MPHBONMIO K CKPRITOI SKCUpeccHH,
SKIANBTAUHM opM, BHTE MOXKET, H He 2aMeYaeMol caMuMe aBTOpaMH, — K
MHOT'OYHCIECHHEM [NIANSM H (HanaM, SHeprHIHO IIPOHAAOUAM He(o, K
TrUnepTpodud NeKopa |, HaKOHell, K «[INaMeHeloneMy aMuupy» BCXB 1954
roga". CTONT NHIIEL 3AMETHTE, ITO OTMEUEHHLIC SK3ATETAIIAE B BKCIIPECCH S
XapaKTepHBl He TONEKC 01s 1954 roma. He MeHee xapakTepHB! OHM H HIA
BCXB ofpasna 1939 rona,

ConpealtiaM CIIOMHII XapaKTEPHYIO OIA PYCCKOH IMTepaTypH “CTHIO-
masoctb GopMHu” (JI. JInxauer). B cBoil "BHICOKHE" NepHON OH JEMOHCTDH-
pyer OykpansHO Ge3yMCTBO (GOpMBL. DTa HCTEPHKA CTHIS MOJKET GHITE 06 Bsic-
HEH4 TONLKO 3KCILIHIHTHOCTHIO BYAKAHHIECKOr 0 HPONEcca: IapMOHM i of-
YCIIOBICHHASA S50 TeMIIOPAIEHAS H CHATHANBHAA IISHTPOCTPEMATEIBHOCTh 0CTA-
BANHCEH AN CTATHHCKON KYIBTYpH "HeRaKOHHBIM", "HelIpHIHAHHEM" IeTH-
[EM KYHETYDH PeBONIOITHOHHOH,

TMockoneKy OUeBHAHA YTOIHMYECKasd IIPHPONa COUpPeaTHCTAYECKOro mpo-
€KTa, BOSHHKAET BOOPOC 00 UMMAHEHTHOH TpaHChOpMAHE YTONHYECKOT 0
COSHAHMSL.

B neproit pemakoun ceoero ovepka "B.HL Jlenun" lopexuit pacyer Takyio
KJIACCHYECKYIC yToHEY: "WHor ma gep30cTh BoobpakeHna, 00a3aTebHAas I
IHTEPaTOpPa, CTARKT Nepelio MHOIC BOIIPoc: Kak BHIAT JleswH HoBEIM Mup? U
Tepeso MHOIO PA3BePTHIBACTCA I'PAHNHOBHAS KAPTHHA 3eMIL, WIsIAIHO Orpa-
HEeHHOH TpyIoM ceoGOmHOI'0 JelI0BeuecTBa B TUTAHTCKHAN H3yMpy . Bee imio-
IH pasyMHBI, U KRKAOMY CBOHCTECHHO YYBCTBO THYHOH OTBETCTBEHHOCTH 34
BCE, TBOpALIEecs BOKPYT Hero. Ilosciony ropoma-casl — BMEeCTHIMINE BETH-
gecTBeHHEHINAX 3TaHHM, Bezfe paGoTaloT HA deloBeka TOKOPEHHLE W
OpraHH3OBaHHHE €0 PA3YMOM CHIIEL IIPUPOMEL, 4 caM OH, HAKOHEN, neifcr-
BHTENBHEIN RIACTEIMH cTHXHH. Ero diandeckas 3Heprus He TpaTHICA Gons-
1re Ha rpyObill, CpASHBIA TPYIL, 0HA IepepolHiIack B AYXOBHYK... Obnaropo-
FKEHHBIH TeXHHUIECKH, OCMEICIIEHHBI COIMANLHO, TPY ¢TAl HaCHAKICHHIEM



OraMeHeBAIas yTORHSA 237

yenorexa. JelicTBRTENbHO O0CBOOCK]IEH, HAKOHELL, pagyM UeJIOBeKa — caMoe
IparoLieHHOe HAYAN0 B MHpe — H, AeHCTRHTENEHO, pasyM cTan GeceTpates”,”
37ech OMHAKOBO AKTYAIBHE W BPEMEHHON H NMPOCTPAHCTBEHHEIHA acIIeKTHL.

— MHe 0 KoolepalHi X0UeTCH BRPATLS CKa3aTh. .. YnTanu,
Topapuiy, WerypHwH, npo HPascTREH-HBLIH NYTE X
cOUHAaNu3My B raseTe ofesfolerHMX ol TeM e
Ha3BaHHeM, a HMeHHO «BemHoTas?
Qemypuuil HHYEro He YuTal,
- Kaxaa xoonepauns? Kako#h Tebe myTh, KOTHa MR
o ? Yro Te1, goporoif rpaxgaHnrH! ITo BL TYT 3KUIH
pangu Gora Ha pafoucit mopore. Tenmepn, Gparen; Ta Mo#H,
MyTel HETY — MOIH T0-eXalTH,
—~ Kyna? - mokopHo cnpocHI Anekceit Anexcee-BHY,
YTpauHBad KOOMEPATHRHYIO HAIEXKIY B CEp-HIe.
- Kax xypa? B xoMmyHHaM XxnzHR. Untan Kap-ma
Mapxca?
— Her, Topapuin YelrypHsui.
— A BOT HAJIO YNTaTSh, AOPOroi TORAPHIL HCTO-DHA YiKe
KOHYH[TACh, 3 TH B He 3aMeTHIL.

A. TlmaroHon, esearyp.

CrnoxxHeH1mast aMIINHTYNa OTHOMIEHUH MEXXIY MIEAlIOM [ PeallbHOCTBIO B
YTOITHH ¥ PEaNi3yeTcA B CTANHHCKOH KYIBTYpe, KOTopas cyBIHMMAPYET PEBo-
JMICIAOHHEE OXHIaHMA Mace, ofpalliasi nX B peanbsHocTh, COOCTBEHHO COLL-
PpealaM HACTYIIACT B TOT MOMEHT, KO Id ¥YTOIIHYECKHE TIPOCKTEl IIEPeCTAKT
BBITE NPOEKTAMH, HO O0BABNAIOTCH PEANTEHOCTLIO H, TAKHAM 00pasoM, mepexo-
AT B HOBYIO MOIANLHOCTD, B COBEPHICHHSI BAN (TaK "yTOIRYECKHH CoLNa-
nHEM" CMEHSAETCS "HAYYHLIM KOMMYHRHU3MOM" — OIIHHM H3 "Tpex HCTOUHHKOR
H TPEX COCTAPHEIX YacTel" MaprcHama). Ho Hukorna sToT BpeMeHHOH CTOIIOp
He GbiBacT aGCOMOTHBIM: OTNEIBHLIE IIIACTLI PEalIbHOCTH BCAKHI pas CIBHIa-
rea B Synyiiee, o6pasys HocTosHHEE $ryrypuctuueckuil siokyc. Maccar
JIOTCKHBL TYMAaTh 0 TOM, KaK XOpouro GyfeT xorma-HuOy b Tiocie peBoIo-
LMY, TTOCTIC 3aR0EBAHMS HE3ABUCHMOCTH, ITOCTIC PAasISa TOMEIIHYLEH 3eMITH,
1TOCIe BOSBENEHUS TUIOTHHL Ha Gonbinof peke, mocle KPYIIEHUS BIJACTH
HMIGpHATHCTOB M T.1. Ho Ha kaxJoMm sTarme xakue-To ¢parMeHTH Nepeso-
OATCH B TITAH PeallbHOCTH, KAKHE-TO — OCTAOTCA B "3I0He MEYTH", IIPHYEM 3Ta
"30Ha" MOCTOSHHO NotIoAHAeTcs. [leHCTRYeT W oOpaTHas TeHICHLIW A, YTOIIUA
Henz0eXKHO NEepepoXKIaeTes B anoNoreTHKY: "B OMUH NpekpacHBIf JeHDL, —
et Exu Hlanku, — o6 pARIACTCS, 4TO BCe yIKe NOCTHIHYTO H eJHHCT-
BEHHOM, BO BCAKOM cIy4ac, BaxKHeHIIeH agaveli CraHOBHTCS 3AIHTa THBHO-
I'0 HOBOT'0 MIpPa. TOP>KECTBO ¥TOTIMH 000paYMBALTCS €€ CMEPTHIO, KOIh CKOPO
YCTPaHAETCA IPUCYLIHHA YTOIINK Pa3phlB MEJKIY TeM, UTO eCTh, U ‘TEM, 9TO
MOIKHO GuTh".8 IHLIMH CIIOBaMH, OKaMe-HERHE YTOITHH 6CTh 6 MHOEIs,
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" BricoTHbIe 3HAHHA, — [1AeT onpefelieHne DHIMKone guaeckiii Cloraph,
— MHOT'O3TAYKHEIS COOPYKEHHA, 06 BeMBI KOTOPHIX CHILHO PAIBATHL B BHICOTY,
B CCCP cTpourrenkbCTBO BEICOTHEIX SiaHHI CTABHT CBOEH LENLIO PelicHHS
BOKHEHIIHX APXUTEKTYPHLIX H I'PAIOCTPOHTENBHBIX 3a1aY: COIXAHHE HOBOIO
THIIA APXHTEKTYPHEIX COOPYXKEHHEH, IPH3BAHHLI BOIHOTHTE BOJILYHE H Kpa-
COTY CONHANHCTHYIECKON 3170Xd..."? (Beimeneno Hamu, — B.J1.), "Benuxue
CTpO¥IKH KOMMYHH3MA — JaeT onpenenenue bompmas Coperckas DHIMK-
JIOTIEAHA, — FPAHIHO3HBH KOMIUIEKS KPYITHEHTIMX B MHpPE SHEPT € THUECKHX,
HPPHTAITHOHHEIX, TPAHCIIOPTHHIX M IPYTHX HapOIOXO3sHCTBEHHLIX COODY-
KeHHRH CTATHHCKOH H1oxu, ocyiecteasaemoll B CCCP B emrax coagaHys Ma-
TePHAILHO-TTPONIBOICTBEHHON 6a3h1 KOMMYHHECTHICCKOT0 OBIIECTBA U Ipe-
06pazoBaHAS NPAPOREL HA OTPOMHEIX TEPPUTOPHAXK... CTATHHCKHE CTPOfiky
BOHIYT B HCTOPHIO YeJOBEYeCTBA KAK MOHYMEHTANILHEIE COOPYKe-HHA SII0XH
OB AOHOCHOI0 COHAaHNA KoMMmyHHMa"10 (Boimeneno naMu. — BE.J1). Jlna
3THX ONpellcieHHH XapaKTepHa OIHAKO HE CTONLKO AlONOTAA HACTOAINET),
CKONIBKO YCTAHOBKA HA Oynymee. PyTypoHAIIPABICHHOCTE He HCYe32€ET, HO,
oBpasys cnoKasH cuMOK03, HaTONHAeTCs GOMBIIEM IpaMa-THIMOM. ITO H
TIHTAET CBOSOOPA3HYIO IKCHPECCHIO CTHIS, LOXOMSINYIO HacTo NO 3K3anbTa-
UHH.

JeiicTBUTENBHO, B 3TOM ("NIOCT-yTomIIecKoM” ) Mupe, nonotHo DeHAKCY,
Oynyluee BHOBb U BHOBb BOSPOXKIASTCS: B "30HY MeUTH" BBOIATCH HOBLIE
KOMIOHEHTB! — HOBEIE NPENATCTBY A, HOBEE BParH, H KOKILH Pas BOZHAKAET
CROCOOPasHLIH BHYTPHKYISTYPHBIH CHBHI, KOI' A NPeKHAA "YCIIOKOEHHOCTE"
06 BABIASTCH "GeCKOHIHKTHOCTEY", HATHHASTC Goppta ¢ HEI, YTOOH OUSTh
H OMATH 3acTHBATh B "OeckoRdIURTHOM 3oce”. Bpemsa Bcaxwuil pa3 paspo-
PAYABASTCH 3aTeM, ITOGEl CRePHYTECS BHOBb. JTO CBOPHYTOES BPEMSI TYT XKe
npeBpainaeTcs B "Tpannnuio", B "HacHeacTeo", B "HaMy KIACCHKY", IT06L!
CTATH COBOKYIIHOCTEIO 00paslos U NONPasKaHHA. MOXKHO CKagaTh, ITO KOH-~
CepBATHBHLIN TPATUIHOHATHAM TAPATOKCANBHEM 06pa3oM OpPrasuvecKH
NPHECYI YTOIMYECKOMY H3MEPEHHI0, KOTOpoe "DENI0 B OCTAETCS HMMANEHT-
HEIM H3IMEPEHUEM HeI0BEYECKOro coamanus 11,

ConpeannsM TpaHCHOPMEPORAN YTONHIO B "IIOCT-YTOIIAIO", COSTHHUB
"peanuam” ¢ "poMarTHKOH". N yTomMaIMa CBOHCTBEHHO TaKOE OTHOMEHHE
HIeana K HefiCTBUTENEHOCTH, KOTOpOS HEM3IMEHHO IpeAIiolaraeT IPOTHED-
TOCTABIICHYE, BSAUMOHETIPOHUITAEMOCTS A PA3PHIB HPeeMCTBEHHOCTH. Bipo-
geM, YK€ B YTOIHHU 3aJ10XKeH MoMeHT, oTMedeHHHH E. Illankum: "Bribop
MEKITY NBYMS BAPHAHTAMH JEACTBHTEILHOCTH OHA XOUET 3aMEHITE BEIGOpOM
MEXJIy NeHCTBHTENBHOCTHI0 H HueanoMm”12 ConpeanmaM yerpanser pefict-
BHTENEHOCTL U3 3TOTQ YPABHEHUA EOBCE, COGIABAA MUpP, B KOTOPOM Huean
-pacTBOPAETCA B IeICTBHTEILHOCTH (K HaoGopoT). BoT moseMy ecnH yTOITH-
4ECKOE BpemMsl — 9TO TAKOE BpeMs, B KOTOPOM NPOILIce ¥ SyIyIllee HAKAK He
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CBA3aHE ¢ HACTOAIIHEM H JHIHL IIPOTHBOIIOCTABIAIOTCS MY, TO BpEMA COLI-
PeANUCTAUSCKOR — 3TO BPeM: pACTBOPEHHUS HACTOAMIEr 0 B 0OPAIIIEHHOM IIpo-
oM M TIpeBpaliieHHOM GynymieM. 3To XpOHOTOINl BHEBPEMeHHOr 0 MHuda,
3HAYCHHE KOTOPOT'O COCTOMT B TOM, 9TO "CODBITHSA, AMEBIIHE MECTO B ONpe-
IelleHHBIA MOMEHT BpeMeHH, CYINIECTBYIOT BHE BpeMeHN. Mud, o6biacHaer B
paBHON Mepe K4k TIPOLLIIOE, TAK K HacTosIee 1 6yaymee", 13

CranrHcKas KYJIBTYPa CTPOUT ceifuac, HO CTPOHT Hapeka. CobcTBeHHO, Bed-
HOCTE — 5T0 ¥ €CTE LIeTIb CTPOMTEIIECTRA, B conpeannsMe BpeMst 36MHOE Kak Ohl
OTCYTCTRYET (BMECTE C PEabHOCTRIO) — BCe IOT PYIKEHO B CAKPAITLHOE BpeMs,
BpeMs BeUHOCTH. B peaynbrate To, 4T0 M. BaxTHWH HasmBan "abcoll0THON
3MMYecKo MUCTAHIMEH" BI0Ca, PE3KO cYXKAeTed — BpeMs coOBITHS M BpeMms
TBOPEHHA 3MI0CA COBITANAIOT, BpEMA HACTOAINEE HA I'Jiajax CBOPAYHMBacTCA B
nIponuIoe, aRTOMATHUECKH IIEpeXols B GymyInee, 3acTHIBas B HCTOPHYECKOIl
o3¢ — elle He CBePLINIOoCch, HO yake "Mard neropun camoii”, Crasmme wiac-
CHYECKMMH [PUMEPHI: HCTOPHS MOCKOBCKOTO METPO — ¢IIe He 3aBepliHIock
CTPOHUTEJLCTRO, 4 YIKC HallHCaHa HCTOPHA, TaK K€ KaK cIle He JaKOHYCHO
cTpouTentcTBO Bemomopkanana, a yKe roToBa MCTopHA ero coamaHus. Ho
ayech Hellb3A 3a6BIBaTh H O TOM, YTO "HCTOPHH" TMHITYTCH IUd GYOyILEero, To
€CTh HACTOSILEe PpeXyHHpYeTcsa B HpPoLIioe H B TAKOM BHAC HOJDKHO IIpen-
crats nepex OyAyniv. HacrosirneMy HpocTo He OCTAETCA MECTR HA TeMITOPAITE-
HOH ocH.

ITpobnema MPOMINOro OKA3LIBAETCS MCKIIOINTENLHO aKTYAIBHON B COl-
peannzme. MopaTbHO CHITY HMeeT 31ech O0HAKO Y2Ke He HOBATOPCKOE, 8 TONNS-
KO TpagHIHOHHOE (YKE B 3TOH KYIETYpE) NOBSICHHE, JTO3TOMY JKH3Hb YEIIo-
BeKa JOJDKHA COCTOMNTh M3 IMOCTOAHAOIO IIOBRTOPEHA A ITOCTYIIKOE, PAHCE CO-
BEPIOCHHBIX IPYMAMH — FEPeAME 3TOH KynbTyphi (">KHThb, yIHTLCA H GOPOTE-
¢, Kax 3apelifan enuruii JIenuH", "OuITh Kak [laBmik Moposos”, "BecTH ce-
65, kKaK MHOHEPEI-Tepor"). ITO THI aPXaHYeCKOr0 CO3HAHHS, B KOTODOM
"HenafexxHo BHIpaGaTHIBACTCS 3TANOH, Neppoofpas MoBeIeHUA, KOTOPELA
TIPAIIACEIBACTCS IIEPBLIM JIONSM, GOXKECTBY, «KYIETYPHOMY Mepoto». [TosTo-
peHHe MOoIEMHE MOCTYIIKOB, BOCXOUMAIME kK HeGECHOMY, GOXKECTBEHHOMY TIpO-
TOTHILY, CBA3BIBAET HX C SO}KCCTBOM, NpPUHIAET PEeallIBHOCTE HM H HX IIOBE-
meHHl0. Bes meATensHoCcTh MoOReH, MpOUIBOACTBEHHAS, O0IeCTBEHHASI, Ce-
MelHasi, HHTHMHAA JKHSHb, [TOJYYAeT CMEICH H CAHKUHIO TIOCTONBKY, IT0-
CKOJIBKY YYACTBYET B CAKPAITEHOM, CIIENYET B «HAYANIC BPEMEH» YCTaHOBNEH-
HOMy puTtyany. IlosToMy MHPCKOE BpeMs THINACTCA CROEH CaMOLIEHHOCTH B
ABTOHOMHOCTH, 9EIIOBEK TIPOCIHpPYETCA BO BpeMs Muonorndeckoe”.)4 Tlo-
'py>K€HHE >ke B MH(DOIOr HYecKoe BPEMs OTKITIOYAET BpeMsl MHPCKOE H Iiep-
MaHEHTHO (B IIPasIHECTBAX ¥ BCEHAPONHLIX NeHiCTEAX) BOCCTAHARIIMBACT CaK-
pansHOe MApoOLTylieH e, Harpyska Ha HACTOSIIEE CTAHOBHTCS HETIOMEPHOH,
B DE3YILTATE Yero OHO HAYATAeT NBOUTECA. OIHO, HAITOJMIHEHHOE TMEPOH3IMOM,
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MATeTHKON — cakpalidosaHHoe — IIPOTEKaeT B "GyIHRAX BeMKHX cTpoek”,
Opyroe, PEanbHOE, MUPCKOE BRITECHASTC KYNLTYPOH KaK HH3KOE, TRETHPY-
eTCA €10 KAK "3ayKeHHbIH B3Il Ha MEp", Kak "Kouka 3peHus”, Kak "Me-
TAHCKII MUPOK" H JIHITIAETCH BCAKON 3HATAMOCTH — YeJIOBEK KUBET MEXKIY
npeBpallcHHEM MPOLNIHIM B 00paIeHHLIM 6Y IYIIHM H, clIeJoBaTeNLHO, BHE
BPEMCHH.

3Ta BHEBPEMEHHOCTb CBA3AHA ¢ IPHHIHMNUAIGHEM AHTHECTOPHIMOM COLI-
peanucTAYECKOR KYNETYpHI NPOIIEAINee 3UECh "HOTONHOe", HAYAHANCE 0
IOBHTaAch Mo BekTopy "Kpatkoro kypea”, a 6yNyllee TOCTOSHHO CIBHTASTCS
K HACTOAIEMY, IIOKA HE CIHBaeTes ¢ HBM: "OTTOro, 910’ KpHIaltiee CIoBo —
KOMMYHH3M — CTall0 Ha clI0BO COBCEM HE IOX02KE! OHO NPEBPATHIICCH B CAMYIO
XW3HE, B MeHA camore xe " (3. Moiixec, Croso, 1933). B peaynrrare ofpa-
ayeTcs CIIOKHLH CHMG¥0I IpounToro i 6ynymero, IpuieM AMEHHO Gyny-
mee 3aeck TPeICTacT KaK AlAeecs B HacToAmeM. B sToM cumbuose B Xa-

. 9eCTBE CBA3YIOIMIEr0 Havyama BEICTYHACT "CBARE TIOKONMEHIT" (KNacCHIecKasn
MOMIENb KOTOPOH BOCHIpOH3BeNeHA B COLPEalMCTHYCCKOM POMAHE-XPOHHKE,
HanpuMmep, B "cHOGHMpPCKHX smomiesx”), HO OTCUET CIISHOBAN0 HAYMHATE M3
npexbicTopAn (160 XPOHONOTHIECKH BPEMEHH TIPOCTO HE XBATANO I pas-
BEPTHIBAHMA "TIONHONY MHKIA"), OTCIONa ~ 06pankl NOPeBONIOLACHHBIX CTAPH-
KOB 1 HX cyIb0bl, 3aTeM GOPLIOB 324 COBETCKYIO BIIACTh, 3ATEM — HX JIeTel, re-
pOeB TEepPBBIX MATUIETOK, MOTOM — BHYKOB, Oolilloe Ha ¢poHTe, BOIPOTUB-
INHWX CTPAHY TIOCHe BOHHEBI H, HAKOHEL, OIPABHYKOB -~ ORTAGpAT, IHOHEPOB,
KOMCOMOIBIEB. UHCTO XPOHOMOIHYECKH 5Ta MOJENbh MOTIA "IONoCiIeTs”
TONBKO K HOCICBOSHHOMY NCCATHNETHUIO, 8 34TEM YKe BOCIPOH3BOXHTECA
JATbIIe, :

Hrak, XpoHOIOTHYECKHH &CHIEKT ITPOBIEMEl IIOIROMSET CAENATE BLIBOX O
TIEPEPOKNECHAH YTOTTHYECKOT0 BUIESHAS B BEICOKOM COLPEalHIMe, 4, TAKXKE O
TOM, 9T0 HAMEHeHuHe cTaTyca Gy ayIero i MPoILioro NPHBEIO K "IaBIeHHI0",
"BRITEKAHHIO" HACTOAILETO. ITa NeHCTBATENLHAS! BBISICHHOCTh HACTOSIIET O
CBA9AHE, KAK [IPEICTABIAETCA, ¢ TIPArMATHIECKON (4 MOTOMY ¥ OIHpaiometics
Ha HacTodInes) wpuponeit snacty. [IpuHimniansHoe 3JHAYEHHE HMEET 3/eCh
MApKUPOBaHHOCTD M KY/BTYPHAA IHATUMOCTh TOUEK HA TEMIIOPANLHOM OCH.
BHelse Bce OHY "MOYETHR" — "BENHKOE TPONINoe", "IPeKpACHOe HACTOSM-
mee", "ceerice OymyHiee", HO, KaK H B CIIydae ¢ "HapomaMu-6paresaMu”, KTo-
TO OKa3EiBaeTCA "IePBEIM CPeld PaBHEIX", & KTO-T0 — "DaBHEIM Cpelyl paB-
HEIX", TIpUHIMITHANEHO BAXKEH 3IIECh CAM MOMEHT 3TOH JBYCMBICIIEHHOCTH,
HETIPOSCHEHHOCTH, COOOLIABINNX CKPAITYI0 SKCHPECCHID COLIPealTHCTHUECKO-
MY CTHIIIO. :
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A BB, 9aCOB KpeMnencKue Gou, —
S13LIK OpocTpaHcTha, CXKATOro A0 TOUKH.
0. Maugenuiirtam.

HemureliHee acTiekThl MUPA TPAKTHYECKH HedKTYaNHN3HPOBaHEl B COIpea-
MUCTHYECKOH KYIETYpe, XOTA MHD BOCIIPHHHMAETCH HAMM, PA3YMEETCH, He
TONBKQ JHHEHO, He TOALKC ILIOCKOCTHO, HO H o0REMHO, 4 COBRITHS — CH-
MYIILTAHHO, HepaculieHeHHo. Ho B oTiHuKe 0T MMHENHOCTH, TIOCKOCTHOCTE H
o0neMHoCTE He 00MaTalOT HANpPaBIeHHOCTRIO, HE NPeNIIONaraeT YeTpeMIeH-
HOCTH, IBUXeHNA. HanpoTne, onn wHING hepeHTHE K KATErOPHR Hapas-
JICHH A, BEPOATHO, B 3TOM 0OJHAa HI NIPHYHH HEAKTYAIBHOCTH HeIUHeAHBIX
ACIEKTOB MHPa B COLpeaJHIME,

JInHeHHOCTE HA TEMITOPANbHON OCH COLIpealIH3Ma COOTHOCHTCS ¢ NHHEeHd-
HOCTEI) Ha CHATHAILHON. B HamieM cirydae cliefyeT TOBOPHTE IIpeK e BCero
00 yCTpeMIIEHHOCTH — IPOCTPAHCTBY 3alaeTcs XapakTep HalpaBIcHHOCTH. B
ColLlpeallH3Me, HalIpUMeD, IPAKTHYECKH OTCYTCTBYET IPOCTPAHCTBEHHAA CTa-
THHHOCTS (KIIACCHYECKOE "'CTETIh & CTENTE KPYroM"), roToMy, Ipexae Bcero,
oTO B 5TOM CIy4ae TEPAIOTCH IPEIACTARICHHA 00 HCXOTHOHN ¥ KOHEUHOH ToY-
KaxX IIPOCTPaHCTBA, O IPAHHIAX, TEPIETCA HepapXHYHOCTE pocTpaHeTea. Coll-
PEANUCTHYECKOE POCTPARCTBO aKTHBHO ("JIaNk 30ByLIAA"), HO €CIIH TPAIU-
[HOHHO TIOBHIHEHHON aKTHRHOCTRIO 06ITajaeT yIkoe MPoCcTPaHCTBO (KOHK-
peTHoe MecTo, "Manas poarHa"), a MHPOKoe TACCHEHO, TO B collpeainiMe Ha-
ofopoT.

XapakTepeH B JTOM OTHOIIEHHH T03THYecKHH cGopHHK I1. AHTOKOMB-
ckoro "Bomeinme pacctosnus” (1936). B ctvxorBopenuy "5 Brneln BCro cTpa-
Hy" moat nuiet: "Ho Bpemst aEamMeHHTO HeoGpaTHMOCTRI. Ho MHp eme -
pox. Ho 5 pasopbaH oT Halupa o 3€HHTA, K BRIPBAH HA cBoell GeaMolIBHOMN
CKOPIYITEL, M, KaK ChIPOH NTeHeLl, BHITAT HBAYO 1110 — Tyaa, [Ae MeTyTCsH IIpo-
2KEKTOPOB CHOTIBI, M€ BCA CTPAHA IEXKHT, OT ILIMA Xopolues”, 3Ta npoctpal-
CTBEHHAA MOJENDb YPEIBbIMaiHO TIOKA3ATeIbHA: TIPOCTPAHCTBO HIHPOKO, HO
BOCITIATIEHO Ha MPaHNIaxX, uTo OIYTHMO B TIomyisipHoi ecHe: "Illupoxa cTpa-
Ha Mo0s1 pofHad, MHOTO B Helf iecos, Tonel u pex. 51 apyrolf TakoH cTpaHbl He
3HAI0, ['Ie Tak BOJNLHO JIMIUAT Yelosek”. ITO NPecTPaHCTBO HEPApXHiHO H
yeTpeMieHo K 1eHTpY — Mockee. B Tom e cGopHuke 11 AHTOKONLCKOTO
eCcTh cTHXOTBopeHHe "Boubiias Mocksa": "Thl Gonbllie He ropol, HE CTO
KHIOMETPOB, OJETHIX B OpycuaTKy Wb MPAMOP HETIIEHHbIH, Thl — BCTpEYA BeeX
CHI, IPUTAXKEHUR H BETPOB, CKPEIUCHLE Beex Peficor H ceplilie BeeneHHoR",
Wz srofi 0UeBHIHOH HepapXHUHOCTH WacTC JISNAETCA BLIBOL O IIPHHIIH-
MHANBHOH [IEHTPOCTPEMHTENLHOCTH TPOCTPAACTRECHHOH MOTICIIH COLIPEaTH3-
Ma, Meskny TeMm, 1IpOCTPaHCTBEHHAS MOIENE TYT CJIOXKHEE] 3MECh, HAIIPHMEP,
SKIIYATAPYETCA MOTHE "Manoil pouHHL", "TaTPHOTHIM POMHOTO AaBOjA"
HIH "MOGHMOr0 KOMNIEKTHBA", HAXOMSALIUXCA IOIYAC BecbMa "HaleKo OT
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Mockeri"13, Ho riaBHOE — U HECOMHEHHO GOIBIIEH HO CPABHEHHIO C Bpe-
MEHHOH OCBI0 9ETKOCTH — H Ha CHATHANBHOH OCH collpeaiiamMa coxparsieTcs Ta
3Ke ABOMCTBEHHOCTH, JTa GoIbImas Mo CPARHEHHIO ¢ TEMITOPAILHOME OCHED
JETKOCTh HEHTPOCTPEMETENIBHOCTH IIPOCTPAHCTBSHHONH MOIENH CBA3aHA, KAK
IIPeJICTABIAETCS, C MEHbIIEH aKTYaNbHOCTEIO CITATHAIBHOTO Hav4ama B OCOLI-
peamcTHyeckol KYJIETYpe: BpeMEHHEIE aclIeKTE MHpPa OFUIR B aBaHraple
SHAYATENLHO Gollee aKTHRHBIMHE, UeM IIPOCTPAHCTBEHHHE. JTHM, TYMAETCs,
MOZKET OBITE OOBACHEHA TIPOTUBONIONOXKHAS CHTYAlH B cOL[peamuszme, e
TPOCTPaHCTBCHHAR IEHTPOCTPEMUTENLHOCTE O0llee 0UCBHTHA, YeM BpeMeHHAN,
[IpH ouepHIHOM NABICHUH Ha HeHTp, TIPH ero Bee GONBIIeH BEIEIEHHOCTH B
COLpeau3Me COXPAHAeTCA NPEXKHAL HATSPHANMOHAILHAA 3KCITAHCURHOCT,
Cpend npounx "paBHEIX CPENH PaBHEIX" HMEHHO ISHTP OKA3ancs "IepBEIM"
Ha cIIATaNbLHON OCH collpeanyama (a 310 — Mocksa, Kpemis, seerga Gonuper-
BYIOIIHH BOXIIb, 3T0 — B [IOJIHOM COOTBETCTBHM C YTOIMUSCKOH IIPOCTPAHCT-
BEHHOH MOMENEBIO — CTPaHa-OCTPOB, HAeKAO SAlTHINSHHEIA, 3T0 [BOpel]
CopetoB, cunbHoe HanmomuHatonu# Topon-Conane Kamnasenner ¢ "Yemnore-
KoM-CoNnHpe" Ha BepIlvHe), ABTOD COIPEATNCTASECKOTO TEKCTA MO BEI Ti0-
BTOPHTE Bellell 3a AxmaTopoi: "Mue BenloMbl Hagana ¥ koHIE", Ho onHO-
BPEMEHHO OKashIBAJIOCK, YTO 3T0, CJIH BOCIIONIRIOBATECH MAHIEIBITTAMOB-
CKHM 00pa3oM, GEUT "A3BIK IPOCTPAHCTEA, CXKATOro 1o ToukH". H amecs, cie-
DOBATEILHO, MBI MOXKeM HabiiopaTh Bce TY K€ NBOHCTBEHHOCTD, HEIIPOAC-
HEHHOCTb BEXTOP4 Ha BepbanbHOM YPoRHE (KOTOPRIH B colipeanuame ACKIO-
YMTENLHO BAKEH), HO B TO XKe BpeMA, OUEBHIHYK) BRIICTIEHHOCTE LIEHTDA.

K gemy Benma BCSKHE pad 3Ta HENIPOSCHEHHOCTH HA CTHIeBROM ypobHe? K
OPMUPOBAHMIO CBOEOGPAIHOTO CTHIEBOT'O MOATEKCTA B compeanuame, To,
YTO B Ha4Yane cTaThH OBLIO OTIPSICICHO KaK MArMATHIM, HAKOIIEHYe BHYTPH-
KyJNsTYpHOH 3HepPruH — cBoeoGpasHoe CTHIEBOE NOACOZHATENEHOE COIIpea-
JIH3Ma,

Brino I 310 "0e3yMCTBO CTANS” COZHATENLHOMN cTpaTeryel "HOBOr0 METO-
ma"? Her. "Copetckuil cTune, — nucan 8 1940 rooy A. denopor-JlaBLimos B
XypHane «Apxutektypa CCCP», — npennonaraet scHocTs H mpoctoTy, Co-
BEPUIEHHO HENMPHUEMIIEMA IePerpyaKa YKPAIIEHHSIMH, HarpoMOXKECHHE
¢hopM, 3a0yTAHHOCTh, HESACHOCTh, HEMOT 0BOPEHHOCTL, HaMm Hy:KHa SCHUCTS,
YeTKOCTh $OopM KIACCHIIN3MA, HO 6e3 ero aGcTpPaKTHOH OTBICYCHHOCTHA W
DOrMaTHUHOCTH, Ham Hy:KHO TC OPraHHIecKoe OIYINEHHE MAaTEPHATEHOCTH
MHpa, KOTOpoe 3aponunoeck B 6apoxko, Ho ez ero runeprpodun, Gecrno-
KOMCTEA, 3K3ANLTHPOBAHHOCTH U ageK THPOBAHHOH KECTHKYIISALIHHE B3MEIG-
nerHoM $opmet”. 16 CTHNERas NpaKTHKa COLpPealH3Ma IIONTBEPANNA 3TH Tpe-
GopaHKA "¢ TOUHOCTEIO HO HA0G0POT",

K uemy seiio gaBIcHHE Ha IEHTP Ha 060HX — IPOCTPAHCTBEHHOMN H BpemMeH-
HoM ocax? K HaBep>KeHHIO BYNKAHA, K CTHIEBON SKaansTanud — 6ydp TO
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TIPHHIMOHATIEHAS GecKOHEYHOCTE TAHOPaMHOTO pOMaHa HIH o6pa3Hasi IH-
nepTpod s COLUPEATHCTHIECKOT0 KHHO, 6Y b TO MIMNITH B GHAIEL, GyHCTBO
nekopa H "IIaMEHEIOIMH aMITHP" CTATHHCKOH apXHTeKTypH. Bee »To H co-
J0AJI0 HEIMOBTOPHMOCTE H YIHABICMOCTE COUPEATHCTHYECK OO CTHIIA B HCKYC-
crie. Kak ToJBKO BaBEHHe HA HEHTP YMEHBIIANOCH (HATIPHMED, KOT'Ia BpeMs!
BHOBEL TIOUIYUIHIO (DY TYPOHAIPABIEHHOCTh — "CTPOHTENBCTRO KOMMYHHIMa"
upu Xpymiese, "yekopenne” mpu INopbadese), cTHIERAsA OPHTHHANBHOCTL COII-
pealim3aMa PEIKo pelyLHpoBalack  HA060pOT, KAK TONBKO IAaBICHHE HA
[EHTp yCUIIHRANOCE (BpeMs "oCcTaHABIHBANOCSH" — GpesKHeBCKui "3acToil" n
"pa3BuTON CONMATHAM"), CTHIEBOE cBoeofpasHe COLPealdamMa BOIPACTAIIO
(Tax B JETEpaType BHOBL YCHIIMBASTCS 3IIH3AITHA, A CTATYC ITAHOPAMHOTG PO-
MaHa pearo pozpacTaeT — W, Cranuiok, A. Yaxosckutt, I', Mapkor, AH. Hpa-
HoB, I1. TIpockypHH K Ip., XOTA Takoi "Bemneck" OMI yKe JTHIIE "KOTHeH"
BRIIOro BelM4YA s COLpPEamnaMa).

Onpenenente colpeann3Ma Kak "HelTpansHoro ctuns”i? coorHocHMO
TONBKO ¢ KOHTEKCTOM, HO KaK MOHONOJbHAA XYIOXKECTBEHHAS CHCTEMa (a
compeaniaM HMEHHO B TAKOM, "HYIIeBOM" OKPYIKEHMH 10 KOHI[A CTAHORUTCH
camuM cofoil) colpeannCTHHECKHI CTHIL ObIT HE TONBKC He HEHTpATBHEM, HO
B BRICIIEH CTETIEHHM OPHTHHANGHEM. B ero MHUMOH "cTepTocTH" OTKphLTAch
moucTaHe 6e3gHa SKCIPEeCCHH, NOXOIHBIICH YACTO IO BK3AILTALIHN.

He 6RUT JIF TIOKA3ATENEM 3TOT'Q TOT hakKT, YTO B F4CTHBUINX 0GIOMKaX COIl-
peamucTHUeCKoH TaBbl MBI 6e3 TpYda OOHAPYIKUM CErOEHS OCKONKH elBa JTH
He BeeX II0POY B HCTOPHE PYCCKOH KYIIBTYPB! M HE B TOM ITH TIPHYHHA TIOTHO-
ro Gecrinomys colpeanigMa, Ioce KOTOpOro PyccKas U apyrue ObIBIIHE CO-
BETCKHMEC KYILTYDLI 1 MOCTCOBETCKOE COAHAHNE B LISNOM HaX0IATCA B COCTOA-
HEH KoMbl? OKa3aBIIHCE ITOCIE PeBOIONHE "Ha TTOpore BpeMeH", OHM 0CO-
sHanA cebs B KoHIe XX Bexa "BHOpOIIEHHBIMH H3 BpeMeHM", "Iocie ucTo-
pun"”, "mocne Syaymero", oTKa’IaBNIMCE MPHIHATE ceGd HAcTeIHHKAMH "Be-
nMKOH KYyNETYpH" TIocHe B3phIEa. KoHell NpexxHeil KyJIsTYpHOM TapaiurmMel
HACTYIUT C OCOBHAHEEM TOI'0, UTO APYroif OUBEI HET.
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Reinhard Ibler

DER EINSAME AVANTGARDIST: ZUR DEUTUNG VON
RICHARD WEINERS POETIK LAZEBNIK (DER BADER)

1. Die tschechische kiinstlerische Avantgarde der Zwischenkriegszeit war -
wie die gesamte europiiische Avantgarde — weitgehend ein Gruppenphiinomen.
Vielfiltige programmatische Anspriiche (Drews 1983, 791f.) und eine enge, die
Grenzen zwischen Kunst und Leben iiberschreitende Kooperation von Kunst-
schaffenden der verschiedensten Sparten, Theoretikern und Kritikern setzten a
priori eine kollektive Ausrichtung in den gemeinsamen antitraditionalistischen
und antiillusionistischen Bestrebungen (Bollenbeck 1987, 39) von Expressionis-
ten, Poetisten, Surrealisten usw. voraus. Angesichts der Tatsache, dall kollektive
'Stimmen' nach auBen hin natargemiB lauter und eindringlicher wirken als indi-
viduelle, besteht — zumal im Rahmen der literaturgeschichtlichen Notwendigkeit
zu Verkirzong und Abstraktion — die Gefahr, wichtige Einzelleistungen aus
dem Auge zu verlieren, sefern sie nicht, wie etwa Kafka, zum Mythos erhoben
werden. Eine solche Vernachlissigung hat in der tschechischen Literatur na-
mentlich Richard Weiner (1884 — 1937) erfahren, dessen dichterisches und
erzihlerisches Schaffen jahrzehntelang relativ unbeachtet blieb und erst heute,
im Zeichen der Wiederentdeckung bedeutender dichterischer Individualisten
dieser Zeit wie Ladislav Klima, Jaroslav Durych, Jakub Deml oder Josef Va-
chal, auf zunehmendes Interesse stofit; gleichwohl steht eine kritische Gesamt-
ausgabe seiner Werke nach wie vor aus.

Es gibt eine Reihe von Griinden fiir die mangelnde Beachtung Weiners
seitens der Leserschaft. Nattirlich darf hinsichtlich der Rezeptionsméglichkeiten
die gesellschaftspolitische Situation in den Jahren der Okkupation, ferner des
Machtwechsels nach dem Zweiten Weltkrieg sowie schlieflich der Normalisie-
rung' nach 1968 nicht auBer acht gelassen werden. In diesen nur von jeweils
kurzen Liberalisierungsphasen unterbrochenen Zeiten entsprachen extreme indi-
vidualistische Postulate, wie diejenigen Weiners, nicht der vorherrschenden
Asthetik und Kultvrideologie.! Andererseits sollte aber auch nicht vergessen
werden, dafl die Werke Weiners fiir das breite Lesepublikum von jeher eine be-
sondere Herausforderung darstellien. Dies gilt bereits fiir den GroBteil seiner in
den 10er Jahten erschienenen Texte, vor allem aber dann fiir sein Schaffen der
spdten 20er und frithen 30er Jahre, das wie etwa seine Gedichtzyklen Mroho



246 Reinhard Ibier

noci (1928; Viele Nichte) und Mezopotamie (1930), die Prosasammlung La-
zebnik (1929; Der Bader) sowie der Doppelroman Hra doopravdy (1933; Spiel
im Ernst) unter der Primisse kausallogischer Plausibilitét — wie sie der in der
Regel kleinbiirgerliche Durchschnittsleser seinerzeit erwartete? (und wohl auch
heute noch erwartet) — kaum mehr verstidndlich ist. Jedoch ist diese 'erschwerte
Lesbarkeit' kein eigentliches Novum Weiners, sondern gehtrt zu den Spezifika
avantgardistischer Bemiihungen um neue dichterische Ausdrucksformen, vor
allem aber um die Schaffung neuer Erkenninisméglichkeiten durch die Auflé-
sung des konventionellen Verhiltnisses von Zeichen und Inhalt. DaB Weiners
'Unverstindlichkeit' im Gegensatz zu anderen AuBerungen der Avantgardekunst
in der Kritik nicht selten eher pejorativ eingeschitzt wurde, mag anch daran lie-
gen, daB3 man ihm sein gesellschaftliches Einzelgéingertum, seine kompromifi-
lose Absage an jegliches ideologische Dogma wie auch seine Verweigerung
nationaler Lovalitiit (er verbrachte lange Jahre fetn seiner Heimat, in Paris) als
nihilistisch-anarchistischen Eskapismus vorhielt (So u.4. sein Tntimfeind' Karel
Capek) und man ihn auf diese Weise von vornherein zum ungeliebten AuBen-
seiter stempelte. Neben seiner gesellschaftlichen AuBenseiterrolle, in die er nicht
zuletzt auch aufgrund seiner jiidischen Herkunft und seiner Homosexualitiit ge-
dringt wurde, spielte er von jeher auch den Part des kiinstlerischen Einzel-
gingers.

Bei niherer Betrachtung prisentiert sich Weiners Oenvre im kulturellen Kon-
text seiner Zeit jedoch wesentlich weniger systemfremd, als dies in der litera-
turgeschichtlichen Darstellung, wo diesem Autor — wenn iiberhaupt — meist nur
wenige Zeilen gewidmet werden (vgl. z.B. Buridnek 1981), den Anschein hat,
Sein kiinstlerisches Anliegen entspricht in vollem Mafe dem allgemeinen avant-
gardistischen Anspruch, "[...] gegen den Funktionsveriust von Kunst und Kiinst-
ler in der birgerlichen Gesellschaft" (Bollenbeck 1987, 39) zu revoltieren. Zu-
dem zeigt sein Schaffen zunichst eine dentliche Nihe zum Expressionismus (s.
Mourkovd 1988), spiiter zum Surrealisraus3: Auch wenn Weiner stets seine
Distanz zu den zeitgenossischen Kunstrichtungen hervorhob, so setzte er sich
doch intensiv mit verschiedenen von ihnen auseinander, so dal gewisse dsthe-
tische und poetologische Einwirkungen gar nicht ausbleiben konnten (Chalupe-
cky 1992, 31ff.; Spitzbardt 1992, 255f.). Avantgardistisch ist auch die in seinem
Werk spiirbare innere Wechselbeziehung von Kunst und Leben, von produkti-
vem Schaffen und kiinstlerischer Seibstreflexion. Bereits in der 1919 erschiene-
nen Erzihlung Prdzdnd Zidle (Der leere Stuhl) wird die Problematik von der Un-
méglichkeit des Erzihlens im Rahmen eines dennoch entstehenden narrativen
Ganzen als komplexes Wechselspiel von Objekt- und Metaebene gestaltet. Noch
radikaler wird diese Korrelation in seiner 'Poetik’ Lazebnik (Der Bader) vor-
gefiihrt, mit der wir uns im folgenden néher auseirandersetzen wollen. Es wird
Zu zeigen sein, da Weiner in seiner kiinstlerischen Konsequenz gerade in
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diesem Text weit iiber die Postulate und die dsthetische Konzeption des Surrea-
lismus hinansging.

Der Titel Lazebnfk bezieht sich sowohl auf die 'Poetik' (der hier unser aus-
schlieBliches Interesse gelten soll) als auch auf die Gruppe von vier Erzih-
lnngen, die zusammen mit diesemn umfangreichen einleitenden Text eine Art
Prosazyklus bilden. In diesen Erziihlungen, die jeweils eine bestimmte Sphire
jener zweiten in bzw. hinter unserem Bewulitsein verborgenen, durch Traum,
Phantasie, Vision usw. konstitvierten Realitdtsebene sichtbar machen wollen,
geht es unter anderem um die kiinstlerische Evokation von Traumgebilden
(Long is the Way to Tipperary...} bzw. traumartigem Erleben der duferen Wirk-
lichkeit (Sprdvkd¥i loutek, dt. Die Puppendoktoren) sowie die Aufwertung eher
bedeutungsloser Vorfille der dufieren Wirklichkeit zu wesentlichen Ereignissen
im Rahmen der inneren Wirklichkeit {Valng hromada, dt. Die Hauptversamm-
lung) oder- umgekehrt- die Entlarvung von scheinbaren Ereignissen als nichtig
(Ela).

2. Wenn wir ung in den Bader einlesen, so werden wir unabhingig davon, ob
wir gemiiB dem Untertitel tatséichlich eine 'Poetik' oder — durch den Titel skep-
tisch gemacht — einen kiinstlerischen Text erwarten, vermutlich mit gesteigerter
Aufmerksamkeit reagieren, da unsere Spekulation sich in beiderlei Hinsicht als
nicht ganz zutreffend heravsstellt, zomindest wenn man von konventionellen Pa-
rametern ausgeht. Die textuelle Darstellung folgt jenem Typus kommunikativer
Ausrichtung, wie wir sie beispielsweise aus dem ersten Teil von Dostoevskijs
Zapiski iz podpolja (Avfzeichnungen aus dem Kellerloch) kennen. Die Sen-
derrolle auf der Darstellungsebene hat ein stark die eigene Personlichkeit in den
Vordergrund riickendes und dabei permanent das eigene Bewultsein reflektie-
rendes Sprechersubjekt inne. (Da — wie sich noch zeigen wird — im Text kiinst-
lerische und poetologische Spezifik in einer eigenartigen Wechselbeziehung
stehen, sei hier auf eindeutige Funktionsbegriffe wie 'Erziihler' und 'Autor' ver-
zichtet; statt dessen wird im folgenden neutral vom 'Sprecher' oder 'Sprecher-
subjekt' die Rede sein.) Die dimensionale Integration dieser Sprecherrolle in ein
raumzeitliches Kontinuum 4Bt sich zumindest rudimentir rekonstruieren. Die
Darstellungssituation entsprichit dem augenblicklichen Zustand, in dem sich ein
Autor befindet, der sich anschickt, zu einer von ihm fertiggestellten Erzihlung
eine erlinternde Vorbemerkung zu schreiben. Dabei geraten ihm die geplanten
"nekolik slov” (9; "einige Worte", 7)* mehr und mehr zv einem umfassenden
Exkurs iiber das Schreiben, die Sprache, das Denken und die menschliche Exis-
tenz schlechthin. Er beginnt damit, sich iiber den gerade in Entstehung befind-
lichen Text Gedanken zv machen.
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Skldddm hlavu do dlani; dsilovné pfemyslim; 6, krdsy syntaxe a
slovni motfologie!; ptemyilim, sleduje bezddky fialové ¥adky, a tmu
jakoby pfed &imsi nebyvalym [...] (9)

Ich lege den Kopf in die Hiinde; denke angestrengt nach; oh, Schiin-
heiten der Syntax und der Morphologie!, ich denke nach, unwillkiir-
lich den violetten Zeilen folgend, und erschandere, erstarre wie vor
etwas nie Dagewesenem [...] (7}

Auch kurze Andeutungen des aktuellen zeitlichen und rdumlichen Darstellungs-
kontextes werden einbezogen: "jak dlouho &tu? setva dvd minuty!", "je pil Sesté
veder, doba aperitiv", "kavdrensky Sum” (9; "wie lange lese ich schon? héchs-
tens zwei Minuten!”, "es ist halb sechs Uhr abends, Aperitifzeit”, "Kaffeehaus-
lirm", 7). Es ist ein Monolog, der in der Entfaltung des semantischen Potentials
aber keineswegs 'monologisch’, d.h. geradlinig, sukzessive und homogen vor-
geht. Die ausgepréigte innere 'Dialogizitit' der Rede (vgl. Mukatovsky 1940)
duBert sich am nachhaltigsten in zweierlei Beziehung: 1. in der Sprunghaftig-
keit, semantischen Heterogenitit und Spontaneitét des mitunter sogar konzep-
tionslos scheinenden Diskurses und 2. in der Einbeziehung des 'Lesers' als
potentiell reagierendem Gegeniiber.

Gerade dieser wiederholte Bezug auf ein fiktives, als Leser (bzw. kollektiv
Leserschaft) angesprochenes Empfingersubjekt gehdrt zu den wesentlichen
Charakteristika des vorliegenden Textes. Der fiktive Leser, der auBlerhalb eines
konkreten raumzeitlichen Relationsgefiiges angesiedelt ist, ist gedankliches
Konstrukt des Sprechers, Bestandteil seines Bewufitsains, in gewisser Hinsicht
auch seine 'Schépfung’. Ahnlich wie das Gegeniiber in Dostoevskijs erwihntem
Kurzroman nimmt dieser direkte Adressat hier die Funktion eines Korrektivs,
einer Kontrollinstanz ein. Mitunter mutmalt der Sprecher eine kritische Haltung
oder Reaktion beim fiktiven Leser, z.B. "A protoZe [...] vidim na rtech &toucich
bloudit dsmé&v" (14; "Und weil ich [...] ein spittisches Licheln iiber die Lippen
der Leser huschen sehe”, 16f.), was ihn gelegentlich auch um Verstiindnis bitten
liBt, etwa in der Art "pochopt &tenat” (15; "wird der Leser [schon] verstehen”,
18). Es entspricht der ausgeprégten 'Dialogizitit’ des Redediskurses, dafll das
Spektrum an Einstellungen auf das Gegeniiber aber noch sehr viel breiter ist. Es
reicht von ironischen Spitzen’ tiber Bitten und Warnungen®, Rechifertignagen
des eigenen Denkens” bis hin zu verhiltnisméBig offener Polemik®, Der Leser
ist fiir ihn das eine Mal die Instanz 'normaler” Alltagserfahrung®, das andere Mal
Unwissender !9, potentiell Andersdenkender!!, dann wiederum Partner'2, Auch
wenn der Sprecher sich durchaus als Teil des von ihm kritisierten Kollektivs
betrachtet', so geht er doch davon aus, daf die kiinstlerische Kommunikation
meist nicht von Konsens, sondern in erster Linie von Skepsis und MiBitrauen
beherrscht wird:
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Spisovateliv vztah k Etendfi urfovédn zpravidla tim, tento Ze pokladd
onoho za pokrytce, ne-li za lhédfe, onen tohoto pak za nevéficiho
Tomése. Odtud vEechna ta osudnd nedorozuméni. Odtud i cosi
horfiho: to, Ze &tendf, aby svou nevéru oldlil, se stavi nedo-
slychavym; to, Ze spisovatel se posléze opravdu jme lhat, aZ se pra¥i,
protoZe vi, ¥e ta nejnestoudnéii leZ se nejsnadnéji pa¥uje tehdy,
pronasime-li ji jako pravdu. (32)

Das Verhiltnis des Schriftstellers zum Leser ist in der Regel da-
durch bestimmt, dafl dieser den anderen fiir einen Heuchler, ja fiir
einen Liigner hilt, und der andere diesen fiir einen Ungliubigen
Thomas. Daher all die fatalen MiBverstindnisse. Daher noch etwas
Schlimmeres; daB sich der Leser, nur um seinen Unglanben zu
iiberlisten, schwerhorig stellt; und daf der Schriftsteller schlieBlich
in der Tat das Blave vom Himmel herunterliigt, weil er weil}, daB
die unverschémteste Liige am besten dann zu schmuggeln ist, tragen
wir sie als Wahrheit vor, (48)

Im Verlauf der Textlektiire wird klar, dafl der 'Leser' fiir den Sprecher keine
abstrakte Idealgréfie darstellt, sondern variabler Teil eines in sich differenzier-
ten, heterogenen Kollektivs ist. Dies wird besonders deutlich an den Stellen des
Texies, wo sich der Sprecher explizit an die Leser wendet, die trotz eventueller
Verstindnisschwierigkeiten oder bestimmter Einwinde iiberhaupt bis dahin ge-
komuen sind, d.h. die Lektiire nicht abgebrochen haben (vgl. &. 17, 82; dt. 21,
139). Und der SchiuB des Textes ist sogar an ganz konkrete Leser gerichtet,
nimlich die tschechischen Literaturkritiker, die — wie beispielsweise der in der
abschliefenden FuBnote genannte Miroslav Rutte — Weiner vorschnell als Sur-
realisten bezeichneten (£. 94f.; dt. 1601f.). Generell kann man sagen, daBl die ap-
pellative Funktion im Bader stark ausgepriigt ist. Die dialogische Tendenz
kommt in dieser Hinsicht vor allem dadurch zum Ausdruck, daB der Sprecher
den fiktiven Leser teils fiir sich zu gewinnen sucht, zum Teil sich von thm aber
auch distanziert. Zudem weist auch die im Textverlauf variierende Ausfiillung
der Leserrolle (idealer Leser, kritischer Leser, konkreter Leser bzw. bestimmte
Lesergruppe) in diese Richtung.

Noch stirker als die appellative tritt die emotive Punktion in den Vorder-
grund, withrend demgegeniiber der Bezug auf den dargelegten Sachverhalt, die
Darstellungsfunktion, angesichts der intensiven Subjektivierung der Rede zu-
mindest phasenweise zuriicktritt. In welch komplexer Weise die Strukturierung
des Diskurses erfolgt und welche Riickschliisse sich auf Denken und kommuni-
kative Orientierung des Sprechers ziehen lassen, wird bereits am Beginn des
Textes klar:

Pocit, Ze je nezbytno pfedeslat nasledujicimu cestopisu nékolik slov,
zmocnil se mé ndhle. (9)
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Das Gefiihl, es sei notwendig, der nachstehenden Reisebeschreibung
einige Worte vorauszuschicken, beméchtigte sich meiner jéh. (7)

Bereits dieser erste Satz 1408t an der Absicht des Sprechers, einen objektiven,
sachbezogenen Diskurs zu entfalten, wie wir ihn von einer Poetik eigentlich er-
warten diirften, Zweifel aufkommen. Denn weniger das Objekt der intendierten
Betrachtung, die Reisebeschreibung, steht im Mittelpunkt dieser AuBerung als
vielmehr das subjektive Gefithl des Sprechers bei diesem Vorhaben, Und noch
etwas gerit in Widerspruch zur Objektivitit eines Sachdiskurses, néimlich die
(kursive) Hervorhebung ausgerechnet der adverbialen Umstandsbestimmung
‘néhle’ (jih, plotzlich). Diese — ebenfalls iiberraschende — graphische Akzentu-
ierung evoziert die Frage nach dem Grund solchen Vorgehens. Eine zumindest
partielle Antwort darauf vermag der nfichste Satz zu bieten, der aber in dieser
Hinsicht fir weitere Uberraschungen sorgt.

Prvni véta, a viechno se uZ kymdci; pochybnost, dostojim-li slibu,
slibuje pouhych nékolik slov; a skrupule, nebylo-li by mé mySlence
odpovidalo 1épe, kdybych byl fekl spi¥e, Ze se mé& zmocnil ndhiy
pocit nezbyti, neZ Ze se mé zmecnil nédhle. (9)

Der erste Satz, und schen geriit alles ins Wanken: Zweifel ob ich
mein Versprechen halten kann, wenn ich lediglich einige Worte ver-
spreche; und Skrupel, ob es meinem Gedanken nicht besser ent-
spriiche zn sagen, dafl sich meiner ein jdhes Gefithl der Notwendig-
keit bemsichtigte, statt zu sagen, es habe sich meiner jih bemichtigt.

D

Die Hervorhebung kiindigt gewissermaflen die objektiiberschreitende Bewegung
des Sprechers auf eine Meta-Position an, Dieser beginnt jetzt dariiber zu reflek-
tieren, ob es richtig war, im ersten Satz eine adverbiale Konstruktion an Stelle
einer attributivischen zu wihlen. Er behilt also im Darstellungsvorgang nicht
das Diskursniveau des ersten Satzes bei, sondern erhebt sich gleichsam auf eine
tibergeordnete, metasprachliche Ebene, indem er seine einleitende AuBerung
zum Objekt der Betrachtung macht.

Was sich hier in der syntaktisch besonders markierten Position des Textan-
fangs iiberraschend und eigenartig ausnimmt, erweist sich bald als eines der
grundlegenden Verfahren der Textkonstitution: Neben der thematischen Spann-
weite wird der Charakter des Textes vor allem von der inneren Heterogenitit des
Diskurses bestimmt, seinem Oszillieren zwischen theoretischer Ambition (eine
Poetik zu schreiben), metatheoretischer Reflexion und demn wiederholten
Hinweis auf subjektive Handlungen und Befindlichkeiten (z.B. "Sklddam hlavu
do dlani", "pfemyslim", “trau", 9 / "Ich lege den Kopf in die Hinde", "ich denke
nach”, "erschaudere", 7) . Aus der zunehmend sichtbar werdenden Unmdiglich-
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keit, eine Poetik zun schreiben, wird im mehrfachen Wechsel von Objekt- und
Metapositionen sowie in der starken Bindung des Diskurses an die subjektiven
BewubBtseinsdispositionen des Sprechers — die Abweichungen, Korrekturen, das
Zogern, Abwigen usw. — statt dessen die Moglichkeit der Herausbildung eines
Sujets und damit eines kiinstlerischen Textes immer evidenter.

Konventionelle Verfahren der Textkonstitution im Sinne semantischer Kohi-
renzbildung werden bisweilen auf ein Minimum reduziert. Dabei wird der An-
schein erweckt, als ob jegliche planvolle Selektion und Komposition, insbeson-
dere die kontinuierliche, kausal aufeinanderbezogene Folge sinnhafter Teilseg-
mente an verschiedenen Stellen unterbrochen ist. Vielmehr ergieft sich alles in
einen gleichsam ungefiltert dahinfliefenden, (scheinbar) spontan und zufillig
zustandekommenden Bewulitseinsstrom. Hierarchische Beziige und Differen-
zierungen der semantischen Struktur nach Relationierungen wie 'vor- und nach-
geordnet!, 'primir' und 'sekundér' vsw. werden weitgehend aufgehoben. Statt
dessen wird das ‘ungeordnete’, konturenlose (bzw. nur schwach konturierte)
Sich-Uberkreuzen und -Uberlagern von Bedeutungsebenen, von konnotativen
und assoziativen Feldern, wie es das menschliche Denken in seinem 'vorsprach-
lichen' Zustand determiniert, simuliert, sprachlich gestaltet und zum kiinstleri-
schen Verfahren erhoben (gewisse Parallelen zur Stream-of-Consciousness-
Technik im modernen Roman driingen sich auf). Das in der Rolle des Autors
auftretende Sprechersubjekt ist sich der Ungewdéhnlichkeit und Originalitit die-
ses Verfahrens bewuBt und schwirt den Leser darauf ein. Es verpflichiet thn
gewissermaBen zur Loyalitiit gegeniiber dem Ausdruck des Auvtors:

Varuji &tendfe, aby nenaléhal; varuji, nebot ho podezirdm, Ze by
vskutku radéji, kdybych misto "bydli v zdzraku" byl, jak se ¥ikd, uZil
n&jakého réent kloudngj¥iho. A také ¥e ano; Ctendf naléhd. Jaka¥
tedy pomoc; isem nucen udefit p&sti do stolu [...]. (18£.)

Ich warne den Leser davor, zu dringen, ich warne ihn, denn ich habe
ihn im Verdacht, es wire thm wirklich lieber gewesen, ich hiitte statt
“er wohnt im Wunder" irgend eine, wie man so sagt, passendere
Wendung gewshlt. Und es ist so; der Leser dringt. Wie soll ich ihm
helfen; ich bin gezwungen, mit der Faust auf den Tisch zu hauen

[.]. 24

Im BewuBtsein, daf die meisten Leser gegentiber dem "Text' andere Erwar-
tungen hegen und beliebig substituierbare und paraphrasierbare Ausdrucksmus-
ter erwarten, warnt der Sprecher sie davor, sich beim Lesen zu sehr von den
konventionellen Parametern der Textkonstitution und Sinnbildung leiten zu
lassen. Es ist fiir die Rezipienten avs seiner Sicht unabdingbar, sich zusammen
mit ihm als Autor auf das Wagnis des Neuen und Ungewohnten einzulassen und
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die Autoritit des Texturhebers nicht anzuzweifeln, anderenfalls sollen sie das
Buch besser gleich aus der Hand legen.

3. Bine der schwierigsten Fragen in bezug auf den Bader ist digjenige nach
der Gattung dieses Werks. Es wurde darauf hingewiesen, daB die im Untertitel
angefiibrte Bezeichnung "Poetika" {(Poetik) schon hinsichtlich des Diskurstypus
problematisch ist, zumindest wenn man von einem traditionellen Literaturver-
stéindnis ausgeht. Gattungen sind aber prinzipiell keine starren, unveriinderlichen
Zuordnungskategorien, in denen man Texte wie in Schubladen ablegen kann,
hat man nur die richtige Schablone einmal gefunden. Nach heutiger Auffassung
handelt es sich dabei vielmehr um auBerordentlich komplexe zeichenhafte Enti-
titen, die im subjektiven BewuBtsein wie auch innerhalb der kulturellen Kom-
munikation veriinderlich und dariiber hinaus relativ leicht austauschbar sind,
Gattungen inferpretieren Texte von einer bestimmiten Seite her, was aber eben
die Legitimation anderer Interpretationen (und damit Gattungszuordnungen)
nicht ausschlieBt. Deshalb soll im folgenden kurz erértert werden, welche
wesentlichen gattungstypologischen Zuordnungsméglichkeiten fiir den Bader
relevant sind und was diese im Hinblick auf die Interpretation des Werks zu
leisten imstande sind.

Eine solche Gattungskonzeption macht evident, daB eigentlich bereits die
Frage, ob es sich beim Lazebnik um eine Poetik handelt oder nicht, falsch ge-
stellt ist. Richtiger und fiir das Verstindnis des Werks wesentlich ergiebiger wi-~
ren etwa folgende Formulierungen: Welche Merkmale des Textes rechtfertigen
die Zuordnung zur Kategorie 'Poetik' und welche lassen hier eher Zweifel auf-
kommen? Was kinnte den Auter zn dieser (vermutlich ja nicht zufillig ge-
wihlten) Bezeichnung motiviert haben und welche Schluffolgerungen lassen
sich daraus zichen?

Gehen wir von einer zeitgenossischen Definition des Begriffs 'Poetik' aus.
Jan Muka¥ovsky faBt in seinem einschligigen Artikel in Ortuv slovnik kurz und
biindig zusammen: "Poetika je estetika a teorie basnictvi." (Mukafovsky 1937,
1181: "Die Poetik ist die Asthetik und Theorie der Dichtkunst.") Es geht also
um die Erforschung von Wesen und Punktionen des wortkiinstlerischen Schaf-
fens. Auch wenn diese Zielsetzung auf den ersten Blick nicht das Hauptanliegen
des Baders ist, so lassen sich gewisse Berlihrungspunkte mit obiger Definition
nicht leugnen. Bereits die mehefach wiederholten Beteuerungen des Sprechers,
der (auf die 'Poetik") folgenden Reisebeschreibung einige Bemerkungen voraus-
schicken zu wollen, weisen in diese Richtung. Zwar erscheinen die wenigen,
eher rudimentiren Hinweise auf den folgenden Text der Sammlung, Long is the
Way to Tipperary, abstrus und zufillig. Wenn wir jedoch besagten Prosatext, der
seinerseits wiederum der herkémmlichen Vorstellung von einer Reisebeschrei-
bung grundlegend widerspricht und eigentlich die Aufzeichnung, ja die dichteri-
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sche 'Inszenierung' eines Traums (vgl. Kunstmann 1974, 324) darstellt, gelesen
haben, dann mag die Unvollstindigkeit und Unverstindlichkeit dieser Passagen
in der ‘Poetik' etwas plausibler erscheinen. In Long is the Way to Tipperary sind
unterschiedliche Bedeutungs- und Assoziationsketten auf groftenteils alogische
Weise miteinander verbunden, so daff dieser Text unter den Primissen einer
nachvollziehbaren lokalen, temporalen und kausalen Determinierung gar nicht
gelesen werden kann. Weiners Ringen um eine Poetik und das — letzlich plan-
volle! — Scheitern dieses Vorhabens haben viel mit seiner Absicht zu tun, den
Leser von solchen konventionellen Erwartungsmustern abzubringen und ihn anf
ein neues Literaturverstindnis (eine neue Poetik) einzustimmen. Weiners avant-
gardistischer Asthetik zufolge sind die Spielregeln in den Sphiren der Kunst
und des Nachdenkens tiber Kunst dieselben: Wo Logik und traditionelle Denk-
muster auf der poetischen Ebene ausgeschaltet bleiben sollen, dort muf dieser
Vorgang folgerichtig auch den metapoetischen Bereich erfassen. Man kiinnte
also von einer gewissen Konsegquenz in der Destruktion herkémmlicher Sinnbe-
ziige sprechen, was im vorliegenden Fall iiber die Diskursebene hinaus ein
weiteres Mittel zur Verschmelzung von kiinstlerischer und poetologischer Sphi-
re in einemn Text ist. Auf diesem Hintergrund transzendiert die metapoetische
Position ihren urspriinglichen Gegenstandsbereich und erlangt eine breitere Di-
mension: Dort wo die Schranken zwischen Kunst und Theorie fallen, wird auch
der Ubergang von Kunst und Leben flieend. Die Poetik erfihrt eine funktionale
Erweiterung, sie wird zur Erkidrung des Lebens:

JenomiZe si oviem nejsem docela jist, napadlo li uz &étendfe, Ze vie,
co tuto pi¥i, neni ni¢im jinym ne# znendhlym soustfedovanim vojsk
ustanovenych na dobyti kli€¢ové pevnosti, onoho jediného oprav-
dového kli¢e k Zivotu, kterym jest poetika, (32)

Nur bin ich mir natiirlich nicht ganz sicher, cb dem Leser bereits
aufgefallen ist, daf alles, was ich hier schreibe, nichts anderes ist als
die allmi#hliche Konzentration der Truppen, die zur Eroberung der
Schliisselfestung bestimmt sind, jenes einzigen wahren Schltissels
zum Leben, der die Poetik ist. {49)

Der Terminus "Poetik" ist aber nicht die einzige Gattungsbezeichnung, die fiir
den Autor im Blick auf den Text von Relevanz ist. Im Text selbst finden sich
zwei weitere charakterisierende Begriffe, die den Bader von einer anderen se-
mantischen Richtung her determinieren, So verwendet der Sprecher an mehreren
Stellen die an und fiir sich abwertende Bezeichnung "pamflet" (Pamphlet) .
Nach herkdmmlicher Auifassung wiirden sich "Poetik” und “Pamphiet" als
weitgehend unvereinbare Kategorien gegeniiberstehen. In Weiners Verstindnis
von Literatur ergéinzen sie sich jedoch durchaus auf komplementire Weise.
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Pamatuje-li se &tendf je¥t, zdurazifovali jsme potétkem tohoto pam-
fletu zdmé&r podati poetiku nejen této kniZky, nybrZ vEech svych
zapomenutych praci minulych i budoucich. (65)

Wenn sich der Leser noch erinnert, haben wir zn Beginn dieses
Pamphlets die Absicht unterstrichen, eine Poetik nicht nur dieses
Buches vorzulegen, sondern aller unserer vergessenen Arbeiten in
Vergangenheit und Zukunft. (108)

‘Wer eine Poetik im traditionellen Sinne erwartet, kann das, was er konkret zu
Lesen bekommt, tatsichlich als eine Art Polemik empfinden. Gerade im wieder-
holten Verweis auf den Pamphletcharakter des Textes zeigt sich deshalb nicht
nur ein wichtiger Impuls der Rezeptionslenkung — wie der Autor also den Text
verstanden wissen will —, sondern dahinter verbirgt sich anch das Wissen um die
konkrete Wirkung bei einem Teil der Leserschaft. Hs ist sozusagen ein ironisch-
polemischer Seitenhieb auf die iiberkommenen Vorsteliungen von Literatur und
Kunst. Darin kommt aber auch das literarhistorische Selbstverstindnis des
Autors zum Ausdruck, der sich — da er explizit neue Wege beschreiten will —in
einer Schwellensituation der literarischen Entwicklung wiihnt. Und hier schlieft
sich der argumnentative Kreis: Das Pamphlet war in der Literaturgeschichte im-
mer eine beliechte Form der Auseinandersetzung mit tiherkommenen und veralte-
ten Strukturen und stellte oft einen wichtigen Beitrag zu deren Uberwindung
dar.

Der im Verhiltnis zum Inhalt des Textes konkreteste Gattungsbegriff, der
sich auf eines der zentralen Anliegen des Buchs bezieht, ist "sndf" (Traumbuch)

Nazvali jsme tuto knihu Sndfem. Pov&zme nejprve, fe nebéteme
toto slovo ve smyslu obvyklém. Snéf tento snu nevykldd4; uchovivi
je; je herbéfem snu. Je snad n&¥im nad to, & tim aspoil byt chee.
Pozdéji se ukdZe, jestli se mu to podatilo. (65)

Wir haben dieses Buch ein Traumbuch genannt. Stellen wir als er-
stes fest, daB wir dieses Wort nicht im herkdmmlichen Sinne ver-
wenden. Dieses Traumbuch erklirt keine Tréume; es bewahrt sie; es
ist ein Traum-Herbarium. Vielleicht ist es etwas dariiber hinaus,
oder méchte es zumindest sein. Erst nachher wird sich zeigen, ob
ihm das gelungen ist. (108)

Das neue kiinstlerische Sehen, das Weiner dem Leser vermitieln will, hat sehr
viel mit jenen Wahrnehmungen zu ton, die uns durch Triume zuteil werden. In
den vier auf die 'Poetik’ folgenden Erziihlungen stehen unterschiedliche Formen
dieses traumhaften bzw. traumihnlichen Sehens und Bmpfindens im Mittel-
punkt. Aber auch in der Poetik’ entfaltet sich der Trauvm-Begriff zu einer der
zentralen Kategorien, was zum Schlul des Textes hin sogar in eine Art Tramm-
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theorie miindet, Auf diesen Zusammenhang wird noch ausfiihelicher einzugehen
sein.

Auch in der — alles in aliem spiirlichen — Sekundirliteratur machen sich die
Anstrengungen um die gattungsmifiige Determiniernng des Baders bemerkbar.
So versucht Heinrich Kunstmann, der zunéichst rein funktional vom "Titel-Es-
say" (Kunstmann 1974, 323) spricht, im Terminus "polemischer Monolog-Trak-
tat" {ebd.) eine sehr umfassende Begriffsbestimmung, der Stil, Redeform und
Perspektive mit einschlieft. Wihrend Kunstmann jedoch eher die Funktion der
"Poctik' als begleitender Metatext im Auge hat, hebt Peter Urban vornehmlich
den kiinstlerischen Charakter hervor, wenn er betont, es handle sich um eine
"Erzihlung von der Idee des Erzithlens und seiner scheinbaren Unmdglichkeit"
(Urban 1991, 167). All diese Bemiihungen sind letzten Endes ein Zeichen dafiir,
daB Lazebnik nicht nur ein strukturell und von seiner Sinngebung her auBer-
ordentlich komplexer Text ist, sondern daf sich dariiber hinaus der funktionale
Referenzbereich, innerhalb dessen er primér wirksam ist, nur schwer lokali-
sieren 1i6t. Gerade aber in seiner Komplexitit und in der Radikalitiit, mit der er
sich konventionellen Gattungserwartungen und Zuordnungskategorien entzieht,
schafft er sich im kulturellen Wirkungsspektrum eine weitgehend isolierte Stel-
lung, die zu einer gesteigerten Form der Autoreferentialitit (Kravar 1987, 246)
fithren muB. Ein solch extremer Impuls kann jedoch, um kommunikativ wirk-
sam zu werden, nur in der Sphéire der Kunst eine Heimat finden. Man kénnte in
gewisser Hinsicht von einem artifizierten Metatext sprechen, der seine meta-
sprachliche Funktion zwar nicht einbiift, diese im wesentlichen aber nur im
Verweisungszusammenhang der eigenen textuellen Grenzen erfiillen kann. Zwar
handelt s sich hierbei um kein nenes Verfahren, denn wir kennen schon aus der
Romantik zahlreiche Belege der Artifizierung meta- und paratextueller Kompo-
nenten (Vorworte, FuBnoten, Widmungen usw.). Hier aber wird dieser Vorgang
quasi auf die Spitze getrieben: Der geplante Paratext ("Vorbemerkung") wiichst
sich zu einem autonomen Text aus, der zudem zu den Referenztexten in 'Kon-
kurrenz' tritt und diese letzlich — nicht nur quantitativ — dominiert. Der oben
festgestellten Neigung der 'Poetik' zur Universalisierung, zur Offnung auf das
‘Leben' hin, steht also ihre radikale funktionale Selbstgentigsamkeit gegeniiber.
Es ist diese dialektische Spannung zwischen (angestrebter) extremér Allgemein-
giiltigkeit und absocluter Einmaligkeit, die Tendenz, sich auf die eigenen Gren-
zen zuU reduzieren und doch stindig tiber sie hinaus zu wollen, die den Charakter
dieses Textes bestimmt,

4, Haben wir bislang primiir vom Wie und Warum des Lazebnik gesprochen,
so wollen wir im folgenden auf einige der markantesten Erscheinungen des Was
eingehen. Die Radikalitit, mit der Standpunkte bezogen und Erwartungsmuster
durchbrochen werden, zeigt sich sehr deutlich auch auf der thematischen Ebene.
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Verktirzt konnte man es folgendermafen ausdriicken: Die bislang mehrfach
konstatierte Tendenz zur Entfaltung extremer Positionen findet ihre semantische
Entsprechung in der Thematisierung von Grenzphénomenen nnd Grenzzustin-
den, Obwohl die nur schwache Markierung der Komposition des gleichsam
'ungefiltert' dahinstrdmenden Diskurses eine Segmentierung nach Sinneinheiten
erschwert, lassen sich doch einige — sich natiirlich immer wieder {iberschneiden-
de — Isotopien herausfiltern, Es geht vornehmlich um

a) die Grenzen der Sprache,

b) die Grenzen der Erkenntnis,

¢) die Grenzen des Seins,

d) die Grenzen der Kunst.

a) Die Moglichkeiten und Grenzen der Sprache sind das Thema, das gleich
am Anfang des Textes aus den einleitenden Erwiigungen iber die eigenen Worte
heraus entwickelt wird. Der Sprecher polemisiett gegen die Sprache des 'aufge-
klirten' Menschen: "odstingnd, skladnd, metodickd a spofddand Yed lidstev,
‘dospéviich vysokého stupné civilizace™ (10; "die nuancierte, zusammenklapp-
bare, methodische und wohlgeordnete Sprache jener Menschheiten [,..], 'die eine
hohe Zivilisationsstufe erreicht haben™, 10). Diese Sprache "a jeji podatend
odnoz: foneticko-analytické pismo” (10; "und ihr wohlgelungener SpréBling: die
phonetisch-analytische Schrift", 10) reprisentieren fiir ihn eine Art 'Kiifig'
(klec). Denn sowoh! die Ausdrucksméglichkeiten sprachlicher Systeme als auch
die Erkenntnismdglichkeiten, die diese dern Menschen bieten, sind #uBerst be-
schrinkt. Gerade die Einschrinkungen durch Regeln und Normen haben tiber

“die Jahrhunderte hinweg das quasi unbegrenzite Erkenntnis- und Verstiindi-
gungspotential, wie es namentlich durch die menschliche Phantasie représentiert
wird, eingeengt. Der Leidtragende dieser Entwicklung ist nach Weiner der mo-
derne, 'aufgekliirte’ Mensch der europiischen Zivilisation, wihrend bei Kultu-
ren, die sich znmindest partiell etwas von ihrem urspriinglichen Statns bewahren
konnten, gewisse Uberreste dieses geistigen Potentials sichtbar sind.

Jak nezdvidét K¥ovaknm, fe nemaji slovesa "milovat”, a Citlanum,
nesdilnym jako jejich kaligramy. Nemohouce se dohovofit, mchou
aspoti trochu doufat, Ze se posléze dorozuméii: s lidmi i s nelidskym.
(10f.)

Wie soll man nicht die Buschmiinner beneiden, dis das Wort "lie-
ben" nicht haben, und die Chinesen, die verschlossen sind wie ihre
Kaligramme. Unfihig zor Verstindigung durch Sprache, bleibt
ihnen doch ein wenig Hoffnung, sich am Ende dennoch zu versteh-
en; mit den Menschen und mit dem Nichtmenschlichen, (10)
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Eine Ausnahme, was diese begrenzien Ausdrucksméglichkeiten der mensch-
lichen Sprache angeht, sind fiir das Sprechersubjekt die Namen, vor allem so-
lange sie nicht konkreten Personen zugeordnet sind. Namen als solche verfiigen
liber keinen spezifischen Inhalt. Darin liegt der mit ihnen potentiell verbundene
Erkenntnisgewinn —~ etwa auch im Sprachkunstwerk, Thr Vorteil besteht darin,
"¥e evokujt realit bez podtu” (15; "daf sie Realitiiten ohne Zahl evozieren", 18),
Der Sprecher bezeichnet sie deshalb als 'Sesam-Worter' (slova-sézamy): "Slovy
bezpofetnych mo¥nosti, kliti passe-partout.” (15; "Wirter ungezihlter Moglich-
keiten. Dietriche, die in jedes Schlof} passen.”, 18). Es sind die durch nnsere mo-
derne Sprache im automatisierten, starren Bezug zwischen Ausdmck und Inhalt
geschaffenen Schranken, die den Wortern diese im Namen verborgenen Még-
lichkeiten grenzenloser Semiose nehmen und uns damit den Weg zu einer die
Grenzen der ratio iiberschreitenden Erkenntnis versperren.

Kdybychom nebyli leno$nymi otroky asociaci, byla by takovym
sézamem kaZdd modulovand sonorita, kaZd4 sonorita &len&nd, kaZzdé
"slove". (15)

Wiiren wir nicht die faulen Sklaven von Assoziationen, wiire solch
ein Sesam jede modulierte Klangfolge, jede gegliederte Klangreihe,
jedes "Wort". (18)

Namen sind also Grenzphiinomene, Sie stehen an einem eigenartigen Schei-
telpunkt zwischen maximaler semiotischer Produktivitit und minimalen Aus-
drucksmitteln. Sie vermégen einen Eindruck von jener Leistungsfihigkeit zu
geben, welche Sprache und Denken durch die zunehmende Erstarrung der Zei-
chenrelationen eingebiiBit haben.

b) An diese Problematik kniipft das Thema iiber die Grenzen der Erkenntnis
direkt an. Weiner fithrt in Lazebnfk eine Art GroBangriff auf alle Formen ver-
meintlich iberlegener — 'zivilisierter' und 'kultivierter' — Erkenntnis./* Dabei
bleiben Aufklirung und Rationalismus ebensowenig verschont wie deren Ge-
genteil, Aberglauben und Mystizismus!’, die letzten Endes nur als Substitute fiir
die Auswiichse zivilisatorischen Denkens gelten und im Prinzip die gleichen
Ziele verfolgen, némlich den Menschen in seiner BewuBtseins- und Handlunps-
freiheit einzuschriinken, Der Sprecher demonstriert dies am nachhaltigsten am —
bereits oben angeklungenen — Beispiel des Verhiltnisses von Buropdern und
'Bingeborenen'.

Ze byste byli dejme tomu K¥oviky. Ptali byste se, "co je 107", ptali
tak, jake se ptite skuteéné, ale ptali byste se rezignované, toti? bez
nejmensiho stinu nad&je, Ze se vim dostane odpovédi. Otdzka tato
rozmnofila by prost& vi¥ poklad otdzek starfich, stejné nezodpové-
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dénych jako tato zde, stejng opuiténych, steiné se vzdaviich, totiz
otdzek, jejichZz smyslem je byti otdzkami a niim jinym, otdzek-
PYidli, po nichZ se stonpd tam, kde otizka a odpovéd jsou dvéma
marnymi slovy na oznadeni jediné véci podstatné, to jest k Zivotu-
snu nezh¥eSivich, —

Vy viak jste bilymi Evropany. Nikoliv, vis tajemstvi pry nede¥i. Vy
vite, co to jest operace analogiemi. Jste u¥ po staleti a po tisicileti v
osidlech lichvéfe, ktery vdm nabidl onen lavinovy obchod jako
prima imperialistickou "aférn". (38)

Angenomtoen ihr wirt Buschménner. Thr wiirdet fragen "was ist
das?", so fragen, wie ihr wirklich fragt, nur wiirdet ihr resigniert fra-
gen, ndmlich ohne einen Funken Hoffnung, ihr konntet Antwort
bekommen. Diese Frage wiirde einfach euren Schatz an alten Fragen
vermehren, die ebenso unbeantwortet geblieben sind wie diese,
ebenso vernachlissigt, ebenso aufgegeben, also Fragen, deren Sinn
ist, Frage zu bleiben und sonst nichts, Fragen-Sprossen, iber die
man dorthinauf klettert, wo Frage und Antwort zwei vergebliche
Worter sind zur Bezeichnung der einzig wesentlichen Sache, das
heiBt hinauf zum. Leben-Traum der Schuldlosen,

Ihr aber seid weille Buropéder. Mitnichten hélt euch das Geheimnis in
Bann. Ihr wiBt, was eine Operation, genannt Analogiebildung, ist,
Thr seid seit Jahrhunderten und Jahrtausenden gefangen in den
Fallstricken des Wucherers, der euch den Lawinenhande] angetragen
hat als prima imperialistische "Affdre". (58f.)

Das Ubel der Welt besteht fiir ihn also vornehmlich im Streben des Menschen
nach 'aufgeklirter' Erkenntnis, die eigentlich nur eine "Pseudo-Erkenntnis" ist.
Seine Kritik richtet sich deshalb gegen die verschiedensten Formen des 'Urteils-
vermogens' (. 25{f. bzw. 37f1.} sowie gegen den Hang zu Klassifizierungen und
hierarchischem Denken (s. 271f, bzw. 40ff.). Der moderne Mensch, namentlich
derjenige der westlichen Zivilisation, hat die Urspriinglichkeit und Spontaneitit
eingebiibt, die ihn sein Leben unbelastet von priijjudizierten Denkschemata und
Existenzmodellen leben lieBen. Der Sprecher sieht nur eine Méglichkeit, sich
diesem aufoktroyierten Zwang zu entziehen: die absolute Reduktion des Men-
schen auf sein Ich und die Selbstbeschrinkung auf die Erfordernisse des Augen-
blicks. Dieser 'Mafstab der Opportunitiit' wird in die Form einer paradoxen
(Quasi-)GesetzmiBigkeit gekleidet: "Nejadekvdinéj¥im ‘pozndnim’ jest ono,
které se mi nejlépe zamlouvd; jinymi slovy ono, jeho¥ rozkyv se nejvice bli¥i
rozkyvu mého spirituelniho hladu" (29; "Die addquateste 'Erkenntnis’ ist die-
Jenige, die mir am besten paft; mit anderen Worten diejenige, die den Schwin-
gungen meines geistigen Hungers am nichsten kommt", 43). Diesen 'Schwing-
ungen' als Ausdruck der Freiheit steht kontrastierend die 'Starrheit' der Psendo-
Erkenntnis gegeniiber.
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Ihren sinnfilligsten Ausdruck im menschlichen BewuBtsein erhalten die
'Schwingungen' im Traum, dem zentralen Motiv des Textes. Der Traum schafft
im menschlichen Bewufltsein diejenigen Nischen, in denen noch 'echte’ Erkennt-
nis méglich ist; er ist eine tiefere Wahrheit, eine "Vision des Absecluten' (Vlagin
1974, 430).16 In diesem Sinne ist er nicht nur eine zusitzliche Form der Wahr-
nehmung, sondern er erhebt den Menschen gewissermaBen in eine andere,
autonome Dimension des Seins,

Na svahu v sen nikdo — ni ty, ni ty, ni on —, neodpirdme protimluva,
Ze u¥ neni, co jeltd je, i Ze ji% je, co je¥t& neni. Na svahu v sen pfita-
kdme vEichni — ty, ty a on —, Ze vé&ci, které by byti jen mohly, jsou
skuteén&j¥i t&éch, jeZ se naparuji realitou, %e viak ani to, co jen
mo¥né, neodold vidy bilémn Zehn absurdnihio a svétlo a tma Ze
nejsou jen kvantitami, nybr¥ znepfatelenymi sv&ty ruznych podstat,
a pfesto zézratné zdménnymi druh za druha: zavtels oti; pak jsi je
zase oteviel. NemuZef byt tim i onim; jste dva. (22)

Auf dem Abhang in den Traum bestreitet niemand — weder du noch
du noch er — den Widerspruch, daf3 nicht mehr ist, was noch ist, und
dah schon ist, was noch nicht ist. Auf dem Abhang in den Traum
bejahen wir alle — du, du und er -, daB Dinge, die nur sein kénnten,
wirklicher sind als diejenigen, die ihre Realitiit prahlerisch vor sich
heriragen, daB hingegen nicht einmal das, was nur moglich wire,
immer der WeiBglut des Absurden widersteht, daB8 schlieBlich Licht
und Finsternis nicht nur Quantititen sind, sondern verfeindete
Welten verschiedener Wesenheiten, und dennoch anf wunderbare
Weise eines gegen das andere austauschbar: du hast die Augen
geschlossen; dann hast du sie wieder getffnet. Du kannst nicht eins
sein und das andere; ihr seid zwei. (31)

Diese autonome Seinsform nihert das Traumerlebnis an zwei Grenzsphiren
der menschlichen Existenz an: den Tod und die Kunst.

c) Das Interesse fiir den Traum und das Unterbewufite verbindet Weiner mit
der surrealistischen Dichtung. Fiir die franzésischen Surrealisten, die sich in ers-
ter Linie auf Freuds Traumtheorie beriefen, wurde der Traum "als Sprache des
UnbewuBten zum geeigneten Medivm der Entdeckung neuer Ausdrucks- und
Wahrnehmungsweisen, die im Inneren wie im AuBeren ein Mehr an lebendiger
Wirklichkeit versprachen." (Fritz 1987, 357} Aber die Surrealisten waren fiir
Weiner letzten Endes zu 'biirgerlich' und zu sehr ihrer kiinstlerischen Pose ver-
haftet, als daB er sich mit dieser Richtung hiitte voll identifizieren kénnen. Sein
Verstindnis eines immanenten Zusammenhangs von Kunst und Leben ging
weiter.
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Die Betonung der inneren Verwandtschaft von Traum, Tod und Kunst weist
auf ein anderes kulturelles Umfeld hin, dem der Bader in starkem Mafle ver-
pflichtet ist. Ende der zwanziger Jahre stand Weiner der Pariser postsurrealisti-
schen Kiinstlergruppe der Simplisten (Chalupecky 1992, 32; Kvapil 1968, 139),
die sich auch Le Grand Jeu nannten, nahe 7 Die radikale Kunstauffassung ihrer
Mitglieder, die im Gegensatz zu den Surrealisten “ [...] auch das Absolute lebbar
machen, sich dem Transzendenten 6ffnen” (Sacher 1986, 157) wollten, beruhte
nicht zuletzt auf der Provokation von Grenzerfahrungen, sei es der Todesniihe
(russisches Roulett) oder rauschhafter bzw. bewuBtseinstranszendierender
Zustinde (Drogen, Schlafentzug usw.). Diese extremen personlichen Erfah-
rungen benutzten sie als wesentliche Irnpulse fiir ihr kiinstlerisches Schaffen.
Auch wenn Weiner bald ebenfalls zu dieser Gruppe auf Distanz ging, so ist de-
ren dsthetische und poetologische Konzeption dennoch ein zentraler Schiliissel
zum Verstdndnis des Lazebnik. Dies gilt auch fiir die Quasi-Synonymisierung
von Todesnihe und Traum. Beide Zustiinde weisen eine maximale Distanz zu
den Wahrnehmungsformen aufgeklirter Pseudo-Erkenntnis auf und vermogen
aus dieser Distanz heraus ein HochstmaB an Freiheit zu garantieren® Zur De-
monstration dieser Auffassung von Freiheit benutzt der Sprecher mehrmals das
Bild von einem Schiffbrtichigen, fiir den es keine Rettung mehr gibt. Gerade in
dieser letzten Erkenntnis der Unméglichkeit, sein Leben doch noch zu retten,
und dem immer klarer werdenden BewuBtsein des nahen Todes liegt die Erfah-
rung von absoluter Freiheit, sine Erfahrung, die sich rationalistischer Wahrneh-
mung entzieht und als "Wunder' erlebt wird.

Mu# svislych paZi nemd viak jiZ Zadné nadé&je, a proto pravé vdm ho
stavim za vzor. Nevim, je-li mezi vimi koho, jenZ by byl s to nepra-
vim vznésti se tak vysoko, kde onen muZ, nybr &fsi jen dohlédnout’
tam: On v zazraku bydli. (19)

Der Mann mit den herabhingenden Armen aber hat keine Hoffnung
mehr, und gerade deshalb mache ich ihn euch zum Vorbild. Ich
weiB nicht, ob einer von euch imstande ist, ich will nicht sagen, sich
so hoch zu erheben wie jener Mann, sondern auch nur bis dorthin zu
schauen: Er wohnt im Wunder, (24f.)

Es ist nicht zu iibersehen, daB Weiner mit der Evokation solch extremer Er-
fahrungen in die Nihe der existentialistischen Philosophie riickt (Kunstmann
1974, 315; Kvapil 1968, 139). Bedeutsame Parallelen werden gerade durch das
dhnliche Traumverstindnis geschaffen: "Mit allen nur erdenklichen Mitteln ver-
sucht Weiner, ganz im Sinne Heideggers, den Uberstieg aus der Geworfenheit,
man mdchte fast sagen, zu erzwingen, und zwar vorwiegend mit Hilfe des
Traums, der fiir diesen Dichter gewissermalen das Bild des Absoluten ist.”
(Kunstmann 1974, 315) Besonders auffillig ist die — bislang in der Forschung
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weitgehend ignorierte — gedankliche Nihe Weiners zur Philosophie von Karl
Jaspers, bei dem die Konzeption von Grenzerfabrung und GrenzbewuBtsein
ebenfalls zu den zentralen Kategorien seiner Lehre gehért, Jaspers zihlt neben
Leiden, Kampf und Schuld vor allem den Tod (bzw. die erfalwbare Nihe zu
ihm) zu denjenigen Grenzsitvationen, die existentielle Selbsterkenntnis, d.h. die
Grenzen objektiver Erkenntnis transzendierende Erfahrungen, iiberhaupt erst er-
mdoglichen (Jaspers 1956, 201ff). Zudem gehdrt fiir Weiner das Motiv der
unklaren Schuld und die Frage nach der moralischen Verantwortung des Men-
schen zu den zentralen Problemen der Kunst (Vlain 1974, 425).

d} Weiner geht in dieser Hinsicht nun weiter und ordnet auch die Kunst der
Sphiire extreinen Erlebens zu. Denn die Kunst vermag die Schranken der Psen-
do-Erkenntnis zv sprengen und dabei die Leistungsfihigkeit der Sprache als
epistemologisches Instrument entscheidend zu erweitern. Da es sich um Wahr-
nehmungs- und Erfahrungsformen handelt, die dem modernen, 'aufgeklirten'
Menschen verloren gegangen sind, fillt dem Kiinstler die vordringliche Aufgabe
21, sie dem Bewuftsein des Menschen wieder verfiigbar zu machen, 4.h. sie den
Rezipienten von nevem zu lehren: Darin besteht die Verantwortung der Kunst,
ihre moralische Aufgabe.

Prot se [bdsnici, R.I.] hanbi, ud4-li se jim byti moralisty, to jest ud4-
li se jim pFipomenout odpovédnost a pfipominkou onou mé&nit lidi v
solné sloupy [...] (66)

Warum schéimen sie [die Dichter, R.1.] sich, wenn ihnen zuieil wird,
Moralist zu sein, das heilt, wenn ihnen zuteil wird, an die Veran:-
wortung zi erinnern und durch dieses Erinnern Menschen in Salz-
sdulen zu verwandeln [...] (110£)

Im Gegensaiz zu Dichtern, die in ihren Werken nur die althergebrachte Pseu-
do-Erkenntnis bestétigen, im Grunde also nur Altes wiederholen, muB der einem
Ethos verpflichtete Dichter'” eben auch Dinge sichtbar machen kénnen, die der
ratio nicht unmittelbar zugiinglich sind. Dies kann — in der Auffassung Weiners
— unter anderem durch die spontane sprachliche Verkniipfung von Phinomenen
geschehen, die anscheinend, genaver gesagt: entsprechend rationaler Erkenntnis,
nicht zusammengehdren, bzw. durch ihre Integration in originelle, nevartige,
noch nicht dagewesene semantische Kontexte. Der Sprecher fithrt eine ganze
Reihe von Beispielen solcher neuartiger Bedeutungskomplexe an, z.B. "dégt
modlici se na stfe¥e na¥i néddvomi kolny v ruZenec; zeleny pruh zdpadni oblohy
trvajict po zdpadu slunce o néco mélo déle, neZ odpovid4 atavisticky zmecha-
nizované lidské paméti" (67, "der Regen, der auf dem Dach des Schuppens in
unserem Hof einen Rosenkranz betet; der griine Streifen am westlichen Himmel,
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der nach dem Sonnenuntergang ein wenig ldnger vorhilt, als es dem atavistisch
mechanisierten Gedichtnis des Menschen entspricht”, 111) .

Die hierin aufscheinende avantgardistisch geprigte dsthetische Konzeption,
die sich bewuBt von herkOmmlichen Kunstauffassungen absetzt, stellt wiedermum
eine paradoxe Einheit ans maximalem Anspruch und minimalem Funktionalisie-
rungsgrad dar: der angestrebte hohe Erkenntnisgewinn durch die Kunst besteht
gerade im BewuBtsein von deren Vergeblichkeit. "Vedle této pozitivni marnosti
je viechno ostatni leda jen dobré a uZitedné." (73; "Neben dieser positiven Ver-
geblichkeit ist alles tibrige nur gut und niitzlich.”, 122). Damit wird aber auf der
metatextuellen Ebene eben jener Impuls geschaffen, den wir oben als das we-
sentliche Merkmal des Textes auf der Objektebene ansgemacht haben, nimlich
sein extremer Grad an Selbstreferenz. Dies wiederum kann im Rahmen der
kiinstlerischen Kommunikation nicht nur die Befrejung des Textes ans den
Fesseln vorgeblicher Zweckhaftigkeit bedeuten, sondern gleichzeitig seine
Fihigkeit signalisieren, auf die innere Welt der Teilnehmer an der Makrokom-
munikation zu verweisen, d.h, ihre innersten Gedanken, Gefiihie, Lebenseinstel-
lungen usw. anzurithren und Reflexionen dariiber auszul@isen, "Uméni je efekt,
jimZ pﬁsobi v¥echno to, ¢im jsme vrhdni v ono marné, saharské a obrodné roz-
pomtindni, které trva vtefinu a zabird v&&nost." (73; "Kunst ist der Effekt, der all
das bewirkt, wodurch wir in jenes vergebliche, der Sahara gleiche und wieder-
belebende Erinnern geworfen werden, das eine Sekunde andauert und eine
Bwigkeit ausfiillt.”, 122f.). Gerade hierin aber zeigt sich der von Weiner
intendierte unaufldsliche Zusammenhang von Kunst und Triumen.

Dime toliko, Ze poklekneme jen tehdy pred obrazem, bésni, hudbou,
dovedou-li aspoft slovem, aspoii ténem, &eho jsou s to ony svetelné
expozice snu a vzpominek. (74f.)

Wir sagen lediglich so viel, daB wir nur dann vor einem Bild, einem
Gedicht, einer Musik niederknien, wenn sie wenigstens mit einem
Wort, wenigstens mit einem Ton dasselbe znstandebringen wie jene
Weltausstellungen von Triumen und Erinnerungen. (1241}

Aus dieser Homologie versucht der Sprecher eine Art 'Funktion' der Kunst
abzuleiten. "[...] a nejspodné&j¥im sniyslem 'uméni’ je ndm viem, t&m zde v&do-
mé, tém tam, ani¥ to¥ili, aby vyplavilo zapomenuté sny” (77; "[...] und der ver-
borgenste Sinn der 'Kunst' ist fiir uns alle, dem einen bewubBt, dem andren, ohne
daB er's ahnt, die vergessenen Triume auftauchen zu machen"”, 129). Dabei
wendet er sich vehement gegen eine Instrumentalisierung der Kunst, wie sie in
psychoanalytisch begriindeten Ansétzen zutage tritt, da hierin wiederum nur
eine — in seinem Sinne — oberflachliche Zweckhaftigkeit angestrebt werde. Na-
mentlich in der natiirlich als Verzicht anf eine pragmatisch begriindeic Teleo-
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logie verstandenen Zweck- und Bedeutungslosigkeit aber sieht er die Haupt-
antriebskraft fiir ihre Existenz und ihr Funktionieren. Er demonstriert dies an
einer an und flir sich zufilligen, unter ‘objektiven’ MaBstiiben praktisch bedeu-
tungslosen Szene aus seinem Leben, an die er sich aber itnmer wieder erinnert
und von deren ‘Traumcharakter' er spricht, Dieser Traumcharakter "[...] netkvi v
anekdotické drobnosti a bezvyznamnosti onoho v¥jevu; tkvi viak v nepoméru
oné drohnosti a bezvyznamnosti k neutuchajici sile, s niZ mé& vabi, abych se.v ni
zase a zase zhliZel [...]" (88; "[...] liegt nicht in der anekdotischen Geringfiigig-
keit und Bedeutungsiosigkeit dieses Auftritts; er liegt vielmehr im MiBiverhiltnis
zwischen seiner Geringfiigigkeit und Bedeutungslosigkeit zu der unvermindert
anhaltenden Kraft, mit der er mich lockt, mich immer und immer wieder in ihm
zn betrachten [...]", 149). An eben dieser Stelle verweist er erneut auf seine poe-
tologische Intention, und hier kann man diesen Begriff sogar in seiner urspriing-
lichen Bedeutung verstehen. Er betont, da er - im Gegensatz zu seinen simp-
listischen Freunden, aber auch zu den Surrealisten und Vertretern anderer avant-
gardistischer Richtungen — Kunst nicht nur als selbstzweckhaftes Spiel, als
unverbindliche kommunikative Betitigung betrachtet, sondern ibr sehr wohl
eine "moralische" Aufgabe zuweist.

Pétrdm — a nikoliv dnes poprvé — po moZnostech, jak chh vyuiltko—
vat jako virtuelné nejmocnéﬁélch zékladu pisemmcm ‘morélniho”,
jediného to pisemnictvi nikoliv "marné¢ho”, a - 6, toho paradoxu,
neni-li pravda? — nikoliv marného proto, Ze stavi prévé na tom, co
pokldddme za nejmarngj¥i: na snech a utkvélych, Ipicich, snovych,
evokativnich vzpominkdch, (89)

Ich forsche — und nicht erst seit heute — nach Moglichkeiten, die
man als virtuell méchtigste Grundlagen fiir eine "moralische" Litera-
tur nutzen konnte, der einzigen Literatur, die nicht "vergeblich” ist,
und zwar — welch Paradox, nicht wahr? — nicht vergeblich deshalb,
weil sie genau auf dem aufbaut, was wir fiir das Vergeblichste hal-
ten: auf Triumen und auf eingepréigten, haftenpebliebenen, traum-
haften, evokativen Brinnerungen. (150)

Eine solche Zielsetzung — das sprachkiinstlerische Erstehenlassen von Triumen
~1dBt sich allerdings nur dadurch erreichen, daB man durch die Sprache das We-
sen der Triume, namentlich ihre Konturen- und Dimensionslosigkeit, nachzuah-
men und zu rekonstruieren versucht. Dies wiederum heifit nichts anderes, als die
Sprache aus den Fesseln der Semiotik, aus der festgefahrenen Relation von
Auvsdruck und Inhalt zu befreien. Und dies ist eben der Sinn und Zweck des
oben angesprochenen Verfahrens, dem geldufigen Lexikon imunanente Worter
(sog. "Kaleidoskop-Woérter", die eine Grundverstindigung iiberhaupt gewihr-
leisten) in neue semantische und syntaktische Kontexte zu integrieren. Natiirlich
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setzt ein solcher kinstlerischer Anspruch auch eine veriinderte makrokommuni-
kative Ausrichtung, d.h. eine besondere Form der Rezeption voraus. Es geht
nicht darum, die vom Autor sprachlich entfalteten Traumerlebnisse zu deuten,
sei es in ihnen reale Gegebenheiten bzw. Verhiltnisse auszumachen oder sie
psychoanalytisch auszulegen. Eigentlich sind die sprachlichen Zeichen hier
lediglich 'Katalysatoren', um dem Leser dessen eigene Traumerlebnisse in der
Form von freien Assoziationen und spontanen, augenblicklich wirksamen Wahr-
nehmungen neuer Lebenszusammenhiinge entdecken zu lassen. Der Text stellt
aus rezeptionsidsthetischer Sicht nur ein 'Geriist, einen "Rahmen', dar,

Literdrpg mluveno: chei psati rdmce. Ctendf vyploiZ si je sdm. Na
mné jest pfim&t ho onémi ramei k tomu [...], aby do nich kladl, aby
do nich musil kldst jen to, v &em se pozndva, to, po dem se mu nena-
pravitelné stysk4. (91)

Literarisch gesprochen: ich will Rahmen schreiben. Der Leser moge
sie selbst ausfiillen. Meine Aufgabe ist, thn mit diesen Rahmen dazu
zu bringen [...], daB er in sie einsetzt, daf} er in sie nur das einsetzen
muf3, worin er sich erkennt, das, wonach er sich unverbesserlich
sehnt. (154)

Es geht in erster Linie darum, durch die kiinstlerische Evokation traurnhafter Er-
lebnisse im Leser verborgene Seiten des BewuBtseins zu wecken und auf diese
Weise ihm zu einer erweiterten Erkenntnis (seiner selbst und des Lebens) zu
verhelfen. In diesem Sinne ist es auch gemeint, wenn Weiner am Ende des Post-
skriptums Lazebntkuv ranec (Der Ranzen des Baders) den Bader als "realisti-
sches Buch”, als "Buch des Lebens” (199) bezeichnet. Der Sprecher — und mit
ihm wohl auch der Autor — ist sich bewu8t, da er mit seiner Poetik’ an gewisse
Grenzen st6Bt: an die Grenzen der Erkenntnis, die unter Verzicht auf objekti-
vier- und generalisierbare Parameter ohne totale Isolierung des Subjekts nicht
miglich wiire; an die Grenzen der Sprache, die bei einer absolut konsequenten
Auflésung der Beziehung von Ausdruck und Inhalt ihre eigentliche, kommuni-
kative Funktion verlieren und damit ¢benfalls zur Isolation des Menschen bei-
tragen wiirde; an die Grenzen der Kommunikation, da auch die Toleranz des Le-
sers und seine Bereitschaft, sich auf neue Erfahrungsmuster einzulassen, be-
schriinkt sind; dort néimlich, wo das Interesse, die 'Lust’ am Lesen nicht mehr ge-
wihrleistet ist, kann es zu einer Verweigerungshaltung seitens des Rezipienten
kommen, was fiir die Intentionen des Autors wiederum kontraproduktiv wire:
Er kénnte seinen 'moralischen’ Auftrag nicht erfiillen und wiirde sich letzten
Endes selbst in die Isolation mandvrieren. Filr den Autor heifit dies, sich stets
auf einem schmalen Grat zwischen der Darbietung erweiterter Erkenntnisformen
(die aber beim Leser auf Unverstiindnis stoSen kdnnen) und einem Streben nach
Verstandlichkeit (die wiederam die Gefahr des Abrutschens in rationale Pseudo-
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Erkenntnis in sich birgt) bewegen zu miissen. Ein Behelfsmitte] bei diesem
Balanceakt sind die sog. "Reibzwecken" (rysovaci hfebitky), textuelle Elemen-
te, die — wie z.B. die (S. 16 bzw, 20 so bezeichneten) Figuren der "Traumerzih-
lung" Long is the Way to Tipperary — Parameter herkémmlicher Brkenntnis sind
und den 'Binstieg' in die neue, 'echte' Erkenntnis der Traumwelt erleichtern (und
auf metakommunikativer Ebene einen intertextuellen Traditionszusammenhang
herstellen).

5. Zum SchluB sei eine nicht unwesentliche, fiir die Interpretation der 'Poe-
tik', aber auch das Verstiindnis des ganzen Prosazyklus m.E. sogar entscheiden-
de Frage angefiihrt: Welche Rolle spielt der Titel fiir das Verstindnis des
Werks? So einfach und plausibel der Titel Lazebnik fiir sich genommen klingen
mag, so problematisch ist sein Verhilinis zum Text selbst. Denn weder in der
"Poetik" noch in den anderen Texten des Zyklus tritt etwa die Figur eines Ba-
ders anf oder wird auf das damit zusammenhingende Bedeutungsfeld Bezug
genommen. Nicht einmal das Lexem lazebnik' oder verwandte Begriffe sind zu
finden, Allerdings liegt m.E. der Schlifssel zur Losung dieses Problems wohl in
der "Poetik' selbst. Denn bei genauerem Hinsehen wird klar, da® Weiner hier das
Grundprinzip seiner darin entwickelten Kunstkonzeption bereits anwendet und
anschaulich macht. Denn es sind eben die Vorurteile des konventionellen Den-
kens, der 'Pseudo-Erkenntnis', die einen kausallogisch begriindbaren Konnex
von Titel und Text a priori annehmen und das — zumindest scheinbare — Fehlen
cines solchen Konnexes zum Problem' machen. Gerade der neue, unerwartete
und ungewdéhnliche Zusammenhang aber ist s, der dem Leser die Miglichkeit
zu einer erweiterten, die Grenzen objektivierbarer Erfahrung sprengender
(Selbst-)Erkenntnis bietet.

Es ist allerdings klar, daB der Titelbegriff ‘Bader' nicht die Funktion eines
"Sesamworts" einnehmen kann, das spontan mit jeder beliebigen Bedeutung
versehen werden konnte: Inhaltlich ist es anfgrund der sprachlichen Konventio-
nen von vornherein mit einer begrenzten Anzah! von Bedeutungsrelationen
auch solchen konnotativer und assoziativer Natur — verbunden, die der Leser
natiirlich nicht ohne weiteres aus scinem Gedichtris 16schen kann. Diese Be-
deutungen bleiben auch im Verlanf der Textlektlire erhalten. Denn der Titel, der
"die konziseste Information liber den Text, eine in wenige Lexeme gefalite Vor-
orientierung” (Greber 1992, 100) gibt, ist ein semiotisches Signal, das im Ver-
lauf der Textrezeption als — zumindest unterschwelliger — semantischer Hinter-
grund erhalten bleibt.

Der heute ansgestorbene Beruf des Baders wurde zur Zeit der Entsiehung und
Verdffentlichung des Werks, damit also auch zur Zgit seiner Erstrezeption noch
ausgeiibt, war fur den Leser deshalb mit einem auf die aktuelle Lebenswirklich-
keit beziehbaren semantischen Gehalt verbunden, In Darstellungen zu diesem
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Berufsbild - etwa in zeitgendssischen Lexika — wird einerseits das teils sehr he-
terogene Titigkeitsspektrum des Baders, das vom Haare- und Bartschneiden
iiber balneologische Aufgaben bis hin zu einfachen medizinischen Behandlun-
gen und chirurgischen Eingriffen reicht, hervorgehoben, andererseits der mit
dieser Zwitterstellung seit alters verbundene schlechte Ruf, den die Bader auf-
grund der feindseligen Einstellung von Friseuren und Arzten, die in ihnen eine
miBliebige Konkurrenz sahen, innerhalb der Gesellschaft hatten (Ott:lv slovnik
1900, 744).20 Insbesondere diese pejorative Einschitzung diirfte Weiner mit im
Auge gehabt haben, da er mit dem Motto "...cech lazebnicky byl v opovreni...”
(7; "... die Zunft der Bader stand in vettichtlichem Ruf...", 5)2! dem Rezipienten
ein deutliches Signal in dieser Richtung setzt. Moglicherweise wollte er durch
die Voranstellung eines selchen Mottos eine freie assoziative Verkniipfung von
Bader und Dichter schaffen: beide 'wildern’ gewissermaBen 'im fremden Revier',
beide verfiigen nicht {iber ein einheitliches Berufsbild, sondern sehen sich im-
mer wieder vor zum Teil sehr unterschiedliche Aufgaben gestellt, beide sind
leicht Anfeindungen von den verschiedensten Seiten her ausgesetzt und werden
hiiufig nicht ernstgenommen. In der Geschichte sind die wiederholten Versuche
nachgewiesen, dem Beruf des Baders ¢in Ende zu setzen (Ott{w slovnik 1900,
744), ein Schicksal, das ihn im 20. Jahrhundert — der Ara zunehmender Spezia-
lisierung — schlieBlich von selbst ereilen sollte, Was also hitte filr eine "Poetik
der Vergeblichkeit' besser Pate stehen kdinnen als gerade dieser Berufsstand?

Auch Weiner, der Suchende, der Unverstandene und der Moralist, mag sich
innerhalb der festen, programmatischen Positionen seiner Gilde in gewisser
Weise wie ein Bader vorgekommen sein. Er war zu sehr mit den Herausfor-
derunpgen und Fragestellungen des Lebens befafit, als daB er in der mitunter ver-
spielten, kiinstlichen Welt der Poetisten und Surrealisten (beson-ders in seiner
Heimat) hiitte auf Verstindnis rechnen diirfen. Andererseits konnte er sein Stre-
ben nach Wahrheit und den Kampf gegen seine danerhafte innere Verzweiflung
lange Zeit nur im dichterischen Schaffen bewiltigen, Richard Weiner ist der ein-
same Avantgardist, der die aktuellen Probleme, welche die kiinstlerischen Rich-
tungen seiner Zeit in verschiedenen Formen kollektiver 'Gruppentherapien’ zu
bewiiltigen suchten, verinnerlichte und seinem subjektiven BewuBtsein zumute-
te. In dieser Hinsicht ist er auch ein Prophet der Postmoderne. Eine intensive
Erforschung seines Beitrags zur tschechischen Literatur kénnte aufschinfreiche
Erkenntnisse iiber das Entstechen der Postmoderne aus dem Versagen der Avant-
garde heraus zutage férdern.

Anmerkungen

1 So erschienen wichtige Ausgaben bzw. Neuauflagen der Werke Weiners vor-
wiegend in den 60er Jahren.
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“Die kleinbiirgeriliche Welt ist eine erkennbare und verwaltbare Welt, die sich
dem pragmatischen Zugriff der Ratio nicht entzieht, und letzten Endes auch
eine Welt, die in Mechanisierung und Biirokratisierung ihre Sinnerfiillung
findet; eine Vorhdlle fiir jede sensible Intelligenz, die ihr Unbehagen ange-
sichts der nahenden Katastrophen mitteilen machte [...} " (Sacher 1986, 158),

Nach . Chalupeckys Ansicht verstand Weiner 1924 als einziger unter den
tschechischen Kiinstlern und Intellektuellen die Bedeutung von Bretons in
diesem Jahr erschienenen Manifeste du Surréalisme. Weiner hob besonders
den antiutilitaristischen, freiheitlichen Charakter der neuen Kunstrichtung
hervor (Chalupecky 1980, 15} . In einem anderen Beitrag weist Chalupecky
darauf hin, dal Weiner eine Art Surrealist 'avant la lettre' (Chalupecky 1937,
6) gewesen sei, da er verschiedene der programmatischen Forderungen des
Franzosen bereits vor diesem formuliert hatte. Zur surrealistisch gepriigten
Lyrik Weiners vgl. Gtz 1930, 70ff.

Die Seitenangaben hinter tschechischen Zitaten beziehen sich auf die Aus-

abe Weiner 1974, diejenigen hinter der deutschen Entsprechung aunf die
%’bersetzung von Peter Urban (= Weiner 1991). Sonstige Ubersetzungen
stammen von mir.

So beispielsweise, wenn er nach weit ausholenden, bisweilen umstindlichen
Vorbemerkungen duBert: Ctendf, ktery doufdm uznd, e jsem se do vlastni
véci pustil dlouho nekliCkuje [...} “(14; "Der Leser, der, wie ich hoffe, er-
kennt, daB ich mich ohne Umschweife auf meine eigene Sache gestiirzt habe

L.]", 16).

"Prosim {&tendfe, aby sob& poviiml, [...]" (18; "Ich bitte den Leser zu
beachten {...]", 24); "Varuji ¢tendfe, aby nenal€¢hal" (18; "Ich warne den
Leser davor, zu dréngen”, 24).

"[...] neZ provedeme pfed ¥asnoucim &tendfem nezvratny dukaz o viemn" (39;
"[...] bevor wir dem staunenden Leser fiir alles, was wir behaupten, den un-
widerleglichen Beweis erbringen”, 61) .

“A také Ze ano; &tendf naléhd. Jaks¥ tedy pomoc; jsem nucen udefit pésti do
stolu a vykfiknout: 'Hlupdci a lhdfi! [...]" (19; "Und es ist so; der Leser
dringt. Wie soll ich ihm helfen; ich bin gezwungen, mit der Faust auf den
Tisch zu haven und zu rufen: 'Dummképfe und Ligner! [...1", 24) .

"Apelujme zatim na Etendfovu obrazivost prvnjho stupng" (17; "Appellieren
wir zunéchst an des Lesers Binbildungskraft erster Qrdnung”, 22).

10 "Jestli to &tendfe posud nenapadlo, nyni to tedy vi." (32f.; "Sollte das dem
Leser bisher nicht aufgefallen sein, so weif} er es-jetzt.", 49).
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11

12

14

"Je-li mezi Etend¥i ndkdo, kdo snad nesouhlasi, necht se zveddnim ruky
neunavuje.” (25; "Sollte es unter den Lesern jemanden geben, der hier nicht
einverstanden ist, mége er sich die Miihe ersparen, die Hand zu heben.", 37}.

"KaZdym zpusobem doufdm aspodi v tolik, % lidé dobré vule oceni po zésluze
skutednost, Ze jsem jim s demonstraci své myslenky drahocenného casu pFili3
neutricel.” (25; "Ich jedenfalls hoffe zumindest darauf, dafl Menschen guten
Willens verdientermafien die Tatsache wiirdigen, daB ich mit der Demonstta-
tion meines Gedankens ihre kostbare Zeit nicht Uber Gebihr in Anspruch
genominen habe.", 36).

"[...] a kladu-li na prvni misto sebe, to ne Ze bych se vypinal, nfbrz prave
naopak" (45; "[...] und ich setze mich hier an die erste Stelie, nicht um mich
aufzuspielen, sondern gerade im Gegenteil", 72).

"Neduvituje obyejnému rozumu, neduvifuje tradiéni Yedi” (Kralik 1937,
364: "Er miBtraut dem gewdhnlichen Verstand, er mifitraut der traditionellen
Sprache").

15 Zn den metaphysischen Ansichten Weiners und seiner spezifischen Form der

Suche nach Gott vgl. Chalupecky 1992, 371,

16 Dieses Streben nach einer iibergeordneten Form der Erkenntnis kennzeichnet

den GroBteil von Weiners spiterem Schaffen. "In einer raschen Entwicklung,
zwischen 1927 und 1931, verarbeitete er fiir sich nicht nur den Gegensatz
zwischen Rationalem und Irrationalem, sondern auch den Widerspruch
zwischen Individuum und Absolutem, den Weiner in der mystischen Einheit
von Mensch und Natur aufzuldsen trachtete; in seiner Poetik Der Bader
erarbeitete er eine Traumtheorie, die den Tranm, den Weiner metaphysisch
interpretierte, sowoht als Absolutum ('‘Der Traum ist unser wahrster Gott') als
auch als jene Einheit von Mensch und Natur (‘wo die Menschen Schmach
nicht kennen, denn ¢inzig und allein dort ist die edle Weisheit der Tiere und
Dinge ihnen zuginglich) in den Mittelpunkt seiner literarischen Arbeit
riickte."” (Sacher 1986, 160) :

17 I, Chalupecky bezeichnet Lazebnik sogar als " [...] simplisticky pfispvek do

18

déjin &eské literatury nebo Sesky plispEvek do d€jin simplismu.” (Chalu-
pecky 1992, 38: "[...] simplistischen Beitrag zur Geschichte der tschechi-
schen Literatur oder tschechischen Beitrag zur Geschichte des Simplismus.")
Nach P. Sacher ist Weiners Werk " [...] kiinstlerisch das Bedeutendste, was
im Umkreis von Le Grand Jeu entstanden war."” (Sacher 1986, 157) -

"[...] Zivot je sen nifim nerufeny; ledaZe nastane den, kdy sen tento nihle
zhoustne, kdy se jeho obrysy stanou pfesnéjSimi a vystoupi z vlysu, kam byly
pfedtim jen vyryty: navrat, rozloueni, slouceni, smrt," (59) — "[...] das Leben
ist Traum, den nichts stért; nur dab eimmal der Tag anbricht, an dem dieser
Traum sich jih verdichtet, an dem seine Umrisse deutlicher werden und aus
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dem Fries, in den sie bis dahin nor eingemeiBielt waren, heraustreten:
Umkehr, Abschied, Vereinigung, Tod." (98)

19 Bej aller zeitweiligen Nihe znm Suorrealismus und zom Simplismus unters-
chied sich Weiner von den Vertretern dieser Richtungen besonders durch
seinen hohen ethischen Anspruch. Von der Kunst erhoffte er sich eine Ant-
wort auf die Frage nach der richtigen Lebenseinstellung (vgl. Chalupecky
1992, 41; siehe a. Vlafin 1974, 420).

20 Im Mittelalter etwa gehorte der Bader zu den sog. 'unehrlichen' Berufen.

21 Dieses Motto wurde einem Artikel im Jahrgang 1929 der Zeitschrift Prdvo
lidi entnommen.
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B. Open, P. TopnycMmaH

JAMETKM O BEPECTAHBIX TPAMOTAX 1

Hacrogmue 3amMeTKH TIOCBALICHK YTOUHEHHIO YTeHHH HEKOTOpEIX Gepe-
CTAHRIX [PaMOT H, B psle COy4aeB, RLITEKAIONIHM H3 3TOMO H3MeHEHHSIM B
ux nonumaruu.” KaK 1oKa3nBaeT ONbIT, KaXe OpU TOM YCIORMM, UTO TIpo-
PHCH T'PAMOT BLITIOMHEHE! GE3yKOPHIHEHHO, €CTh ROIMOXHOCTS PEKOHCTDY-
HPOBATH JOMONHHTENLHEIE YACTH TEKCTa TI0 ()ParMeHTaM 3HAKOB.

Pafora o yTOWHEHMIO wreHul, HecMoOTpst Ha "OTCYTCTBHME pasMaxa’,
ABNSETCA, KAK ME AYMaeM, OCTpO HeoOxOnmMoH kak pas B oOMacTu
wayueHHA GepecTAHLIX rpamor. FiMeHHO 5Ta paGoTa MO3IBONAET TONIOIHHTD
CTOBAPL NPCBHEHORIOPOICKOIC JHANEKTA H YTOUHHTE TOT MATCPHAN, Ha
KOTOPOM BOCCTAHABITHEAETCSH NPEBHEHOBOPOJICKAA [PAMMATHKA.

B wactosmeil pafore MM IIPHBOLHM TPAHCIHTEpallHlo Haamucedl c
HAITHMH JOTIONHEHHAMH H TIOTPABKaMH, KOTOPHE 00CYKNAIOTCA B KOMMEH-
TApHAX, 3HAKH, BLISHIBAIOIIHE COMHEHHA, MPHBONATCA B KBAIPATHHIX CKOG-
Kax [], peXOHCTpYHpPOBAHHLIC GYKBLI H TIOCICHOBATCILHOCTH OVKE, OTCYT-
CTBYIOIMAE B TEKCTE — KpyruniMu ckobkaMu (). JIakyHEl, rie MOXKHO TOI0-
3peRaTL HAMHMHE 3HAKA, IITH CAGAM HEOTOXIECTBIGHHLIX 3HAKOR 0003HaYa-
10TCs NehHCOM — HITH, €CAH YHCIO HeYHTAEMEIX SHAKOB HEJb35S YCTAHOBHTS,
10 {,..]. O6psB cTpokH o603HAYAETCA MHOTOTOYHEM. Hymepamua Haamucei
COOTBETCTBYET TIPHHATON B HexonHeX Nybmukaisx. Horupopanunre € u a
MBI epefiaeM XaK oJHYHSIe & H J COOTRSTCTREHHO.

I'pamore#86

TexcT TOYTH LENHKOM, 33 HCKIIHYEHHEM ONHON JIMILL IepROH GyXREBI B
MepBoii CTPOKE, BEPHO IPOYHTAH HAZATENAMH (Apuuxorckuit, Boproncxuit

* HactoAmmHe DaMETKH BOJHHKIH HA OCHOBE OPOYHTAHHOTO MHOIO 1
Enpefickom yHupepcuTeTe (Mepycamum) B 1993 . ceMecTpoBoro Kypca
"Hetopus pycckoro #azwika. Homroponckwe rpamotsl Ha Gepecre”, B
KOTOpOM JAHHTEPECOBAHHO YYACTBOBANIO HECKOINLKO CTYIEHTOR, B
yacTHOCTH, Hatanns Malt u AnekcaHnp KynnHk, HeKOTOphie HAGMIONEHH S
KOTOpeIx ¢ OImaromapHOCTEI0 HCOONLIyloTcAd B pafore, ColGcTeeHHO
3aMETKH KaK TaKoBple OLUTH HAalMCAHBI B Xofe IIPHBATHCCHMYMa ¢ Moeit
cryneHTKod P, Topmycman.
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1958, cc, 11-12), Yo KacacTes TpYAHOre ¢ KOMOHHATOPHOM TOYKH 3peHHS
3HaKa, TO OHH BHAAT B HeM 4. ONHAKO J TaKOH KOHQHCypallMH CTONb Ke
BEPOATHO, KaK H OpefaraemMas HAMIH KOHBEKTYpa — a, [IpaHs ee, ML TIOITY-
YaeM BOAMOXKHOCTH TIPOYECTH TEKCT B LEIOM KaK OCMBICTIGHHOE YTBEpXKEE-
HHE:

[1] fajso
[2] mazaps

WHpME crioBaMy, IEpe HAME BIafensdeckas Hamucs: "5 — Jazaps", "4
npuuaneXy Jlasapio”. B npuusaTol B naHHo# Hanmmcu opdorpadueckol
CHCTEMe, 0 BHICTYMAeT Kax rpaduueckas samesa 3 (oM, Bamazsusax 1986, cc.
100 u cm.).

I‘paMO'ra#Sg

Pazrigas (X1 B.) ¥ TpynoHas B naneorpadHIECKOM OTHOUISHHH HAIITHC.
Nagarema (Apnuxosckiit, Bopkosekmll 1958, cc. 14) BapaT ageck 4eThIps
3HAKA F YHTAIOT TeKCT B IIe7IoM KaK HMIOH, 9TO B ofineM, He NOIyCKaeT
HHKAKOH HHTepIpeTar(Hi Ha claBgHCKOH mouRs, C TaKHM TONKOBAHHEM
MOXKHO, BHIUMO, TIOCTIOPHTE JAXE B TOM, WTO KacasTcs YHcHa GYKE: 3a M
H3IATEIH, CYIs 10 BCEMY, IIPHHHEMATOT [BA CTOSIRAX pANoM 3Haka. [ianHoe
JKe, HaJIMHCh, KAK MBI CYHTAEM, CIfyONUKOBAaHA H NIDOYHTIHA NSPEREPHYTON
BBepx Horamu! BoccTaHOBHB WCTHHHOE PACTIONOXKeHHS GEpeCTH OTHOCH-
TEILHO HAGIONATEIIS, YHTAEM:

HalHH

IpenmonaraeMoe; TaKHM OGPa3oM, TICHHE OCTABNSET OTKPHITHIMHE pas-
ITHYHEIE BOIMOKHOCTH INS HHTCPIPETALHH: TIOCHEXOBATENHHOCTh HAIHH
MOXeT GbITh MTHYHEIM HMeHEM K.p. B POL. HIIH AT, TN, HId Ke OTPHBKOM
TeKCTa, WICHAMBIM KaK HA iHH, ¢ TIPUIATATEIbHKM B BHH. TIAT. MH. dHCHA

M.D.
I'pamoTa#98

Ilanpas rpamoTa, oTHocsmasica K XIV BeKy, yIOBIETBOPUTENBHO TIPO-
YUTaHA HIJaTelAMH B ofkweMe TIepBHIX TpeX cTpok (ApuuxoBcknii, Bopkon-
ckuit 1958, ce. 25-26). YeTBepTas CTPOKA CHILHO hparMeHTHPOBAHA, OIHAKO
B Havuane ee, Kak HAM IpeCTABIACTCA, YIASTCA HPOYECTh CICIYIOmmi
OTPHIBOK:
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[4] za Bxofy ro] ...

Takmm ofpazoM, X KOWIEKLHH OMHCAHHEIX A.A. 3alHSHAKOM CIyuacs
OTCYTCTBHA TaNaTaNM3allHH B HOBIOPONCKKX pedileKcax cNOBa *VASh
(3anmansk 1986, cc. 116-117) MoxHo T0GARATE H BHINEYKAlaHHYIO (fopMy
BXOY, XCTATH, OTMEUCHHYIO # BHe Kpyl'a CepecTsIHKX I'paMoT (TaM Ke).

TpamoTa# 102

Tocne nepeoli nyGnukannH (Apuuxosckuit, Bopkorckuit 1958, cc. 30-31)
TEKCT MpaMoTLl HECKONLKO pan yrounancsa (3anusHak 1986, c. 189; 3amn-
sugK 1993, ¢. 131), OnHaxo, B HOMONHEHHE K yXe CHelaHHOMY, B IepBoi
CTpoke y@aeTcs MpouecTs 9-H 3HAK ¢p — SHAK, KOTOPHIM Ha9dWHACTCA HMA
aBTOpa, @& TAKXe — ¢ MEeHbIIeH YBSPECHHOCTHIO, TPOMHTHBAIOTCA IEa
CHeMYIOIHX 9HaKA. B pesynsTaTe, CTPOKA B [EJIOM YHTAETCH TAK:

[1} moxmoro a)r Qfeoldanax ...

To xxe ams B dopme pol. IL. (0y) PebaHa BCTpeUacTC S B I'pamoTe # 299,
I'pamota#129

CpaBHHTENIPHO ITOPAHAA HaOHCh, TEKCT KoTopolf (Apomxosckiit, Bop-
Koekuit 1958, cc. 64-66) yTOUHANCS TBAXIIEL, B TOM YHCIE, TI0 OPUTHHATY
(Bamuamax 1986, c. 191; 1993, c. 135). B oTprlBKe A KOHell 7-1 CTpPOKH
CONEPCHT HE TIPOYHTAHHELIC paHee CIOBA. ClemyeT YHTATS:

A7) mmweMp ayxy ...

Taxrm obpasom, peds HAET ellle o6 oxHOM ToBape, KoTopuil Ecud obe-
maet ceoeMy Gpary Pome. CregopaTensHO, OTPLIBOK B TIpAMO DpHMLIKaeT
TeMaTHYeCKH K KOHILY OTPEIBKA A M, IPeIIIONOMHTENLHO, JOMKEH TIACHTD
BMECTE C OKOHYAHHEM A HEdTO Bpoje

A [6] cottre rro myod co
[7] ursemM® a myxy
B {1] frotik nprcslnems
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I'pamora#132

CunsHo (parMeHTHpPOBAHHAA Hagmuch (ApuExoBckEH, bBopxoBckmil
1958, c. 71). ¥YTounenus urenHs 1-if cTpoxy 6w npenroxeHs AA. 3anu-
aHaKoM (1986, ¢. 192). OnHako MHCrOUHCIIGHHEE OOpPREKH SHAKOR B HAYANe
1-# cTpPOKH M B ceperyie 2-1 MOTYT IIOCIYXXHTE OCHOBOH [N NMpOYTeHHESA
Gonelnedl YaCTH TEKCTa, B TOM YHCIES, JBYX HMeH coGCTBEHHREIX. Tekcr (c
paaOHBKON Ha CIOBA) AMEET CNemyoImui BUL;

[11 () [B]eno[-Jitnana y Kynpec(A)HHDa X
(2] BH y emfen]u y nebekH ...

Kak mpaswmbHO otmewanoch panee (3ammaHsak 1986, c. 192), sto, no-
BHIMMOMY, CIHCOK JOMKHUKOB € YKA3AHHEM PA3MEPOB 3 I0IKEHHOCTH.

B 1-i1 cTpoKe NOARMACTCA TO KE THUHOE HMA, WTo B B rpamote # 237 (roe
HMECTCH MPUTSKATENLHOE IPUIAraTensHoe oT Hero), [lo Beelt BHNHMOCTH,
Tepeq HaMH HOBCOPOACKOe HMA *Bonormass < *Bononscnass, mopgomo-
TIOTHYeCcKasA HITE opdorpadrueckas pasHOBHAHOCTE cliaB. *valdislavs. Jlmu-
HOe HM4A BO 2-f CTPOKE 3aCBHIETEILCTBOBAHO B MpaMoTax eIlle ONHH pag, B
dopMe TPRETAKATeNLHOID IPHIATATENbHONO eMelIHHs (3anusHak 1993, c.
330). BacnyxuBaetT BHHMAHHA TaKXKe (POPMa HWHMCHHTENEHOTO XK.P. JBH <
*d uvE, cp. dopmy JoBHE B rpamote # 219 W APH B pANS OPYTHX TEKCTOB
(275, 536).

I'pamoTa#168

I"pamora XII B. Geina onyGnukopana A.B. ApnmxoncxuMm u B.1. Bopkon-
cxum (1958a, cc. 53-54), ognako, B cymHocTH, Ges 2-H cTpoxu. JlakyHa B
IHAYRTENLHOM Mepe Oblna 3anomHeHa A A, Janusaaxkom (1993, ¢. 137), koto-
phiit IPeIUIOsKHIT YHTATH B 3TOM MECTe 0 HErate, a Iepell 3THM CIOBOCO-
WeTaHWEM OH K€, ¢ HEKQTOPEIM COMHEHHEM, YCMaTpHBaeT CIeIOBAHRLC
rocTaYa. Ilo HalmeMy MHEHHIO, TEKCT YHTACTCA CISIYIOITHAM ofpasoM;

[2] ... [¥] kocTsixa 1o HBrare

Ha MecTe NpemmonoXKHuTeNbHOre ¥, CeHs KOTOPOro, BOAMOXKHO, BHIHE
Ha QoTorpadun, nponnck NAeT MATOBEPOATHLIE CIIENEl 5 HITH 3. KocTsIxs —
eme ONHH BAPHAHT NPOHIBONHOIC OT MMeHW KOHCTAHTHHS, CP. IpPYrHe
monobHEee dopmbl (Tuma MKHpoxs) B ONHCAHHH MOPOXICHUA HOBMOPOICKHX
ranoKopHcTHK (3ammEsnsk 1986, c. 149).
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I'pamora#171

Tocne Toro xak rpaMora Gsbm onyBnHkopasa (ApieExopckHil, Bopkor-
ckuif 1958a, c¢. 57), Guinu coenadsl TIPeITOXKeHHS N0 YTEHHIO ee TEKCTa,
KOTOPHII mpHOGpen crxenyionyio dopmy (3amusnak 1986, c. 194):

v =00 KaK'h BHAIH I

OJIHaKO 34 SHAKOM I MOXKHO IO HpOpHCH BOCCTAHOBUTEL €IOS HE MCHES
mecTH GYKE, KOTOpPLIE, BMecTe ¢ 1T, o0pasyloT clelosatne rrsKado. Masvn
CIOBAMH, TiEpel HAMH, BOIMOXHO, aMs *Ionkans/*IIwkans. Ecnu Takoe
YTeHHE BEPHO, 3aCIYKUBAET 0COG0T0 BHHMAHH S HATTMCAHUE —JF5—.

U'pamora#t2il

Texer MPOUMTAH H3ITATSTSAMU IMonHocTeo (ApIHxoRCKul, BoproBexui
1963, cc. 32-33). K npEAATOMY YTCHHIO CleyeT NOSABHTE elNe OITHO cIIOBO
Toro B XoHLe 3-if cTpoku. TakeM ofpaioM, Ty CTPOKY CHeLyeT YHTATH TaK:

(3] ey 2 rpaBaY BO3ATH OBINO TOCO

I'maspas  mpofneMa paHHOrO TeKeTa — TOIKOBAaHHE CICHOOBAHHA
BoermexoB(B) B 1-ft crpoke. IlpeanmaraeTcsi BHAETh 3AEChH TOIIOHHM,
cesazaHHLY ¢ QHEHCK. joki "peka” {cM. Jammsznak 1986, c. 195; neckonnko
aHage — ARrun 1986, cc. 235-236 ¢ nuTepaTypoii Bonpoca). Takum ofipazoM,
IpeNNIONAraeTCH HEYTo BpoJe NpelinsKHOro coyeTaHus *so Eryuxo. Hapany
C ARHLIMH IPSHMYINECTBAMH, B 3TOH THIIOTE3¢ CThL H HEKOTOPLIC SBHLIC
cnafocTH, B 9ACTHOCTH, T4, YTO 3THMONOOM OCTARICH 063 BHEMAHH S H¥CXOIL
cnenoratEA *Erkxo. @uaAN -HX0, OIIHAKO, KAMETCS NOCTATOMHO HEOXKHJ[aH-
HBIM.

Kak kaercs, 3acny>KHBECT BHYMAHUSA H UHAA BOIMOXKHOCTL: B JAHHOM
¢Iyyae -, & TOUHee, IeNsI rpabHuecKii KOMIITEKC ~eMi- MOXKET CIYXKRBTh
TMHACLMEHHLIM BHpaXKeHmHeM [jl, Kak # B cnydae ¢ mormxaTH "oexaTs" B
rpamore # 266, a Taikcke B Gonee OYERHEHLIX NpHMepax Bpome opery =
KOprra = FOprr, oM. o6 370l yepte 3amuanAak 1986, c. 199. HHvMH cnoBamu,
TApeATIONaras TY 3Ke HEPTY H 37cCh, MLL BIIPABC PACCMATPHBATL WCKOMYIO
dopMy poersexo(s) xak ophorpadHyccKHA BAPHAHT K BOSXOR (MITH RO-
exaB 7), B KOHEYHOM CYETE, CBA3AHHLIN C TEM Ke¢ KOPHEM, UTO H YKa3aHHOS
BHILIE FFOFHXATH.



276 B. Qpen, I, Topnycman
Ipamora#223

Ileppasa myGmHxar(ns ganuol rpaMornt Hadana XII B. (Apraxorckui,
Bopkorckult 1963, cc. 45-46) maer mHUIL OOpHBOUHEIN TeKer. JamusHIK
{1993, ¢. 141) cymecrsBende moromaun wrenwe | w 1 ¢parmeHTOB, B
YACTHOCTH, YCTAHORHN, "4ro B Helf ynomeEHawTca Gelel (TIpHUeM TPHIKILL).
310 caMOe paHee HEEHEe HIBECTHOE YIOMHHAHHMEG MNAHHON IeHoXHOH
eOHHRUH" (TaM 3XKe). MEI MoXeM IOIONHHTE TAK¥e M TekeT Ppparmenra 1L
IMpapas ero uwacTs, Io bBeell BHIUMOCTH, MpeHcTaBiIsieT cofoil CIIMCOK
HOMKHUMKOB. B 3-H cTpoke no ofpulBKAM 3HAKOB YMTASTCHA €Ie OfHO HUMA
MNOIKHKEKE, H TEKCT B 1EN0M YHTASTCH TaK!

[1] oy uBama mects ...
[2] oy cEBBK B ..,
[3] oy caxufa]

TaruM obpasoM, B 060poT BROIMTCA HOBTOPORCKOS MYKCKOe HMA CaxHo
H3 MPYNIL AMCH Ha -xH0 (0 nocmenaux oM, 3amsnak 1986, cc. 146 u ci)

Ipamora#237

Hanxas rpamdora koHna XII B. Guina yHOBNETBOPHTENRHO FpOYHTAHA
ny0maKaTOpaMi B TOM, ¥TO KACAETCA alpecHoro 3aduna (ApOuxOBCKHIE,
Boprosckuit 1963, ¢. 59). C nompaekaMi Golee TIOIMHETO BPEMEHH 3TOT
SAYHH BOCCTAHABIHBACTC S CIENYIOIUM o6pasoM (Jamranak 1993, ¢, 145);

-(rn OwpHCa K6 cTaHA{ b 1 kb Xufpoms]

Hamee ApraxoBckMi M BOPKOBCKHE NpedmoXuNIH KyXa MeHee
BEPOATHYIO HHTEPTIPSTALHIO CHeOyIomel YacTH TeKCTa, KOTOpYio OHH
TIPOUSTH TaK: €CM% He BHJIOHA BB B0 .., Takas UHTEPIpeTalus He MOXET
OBITE MPHEMITEMA IO PALY cOo0pakeHU — MPeXKne BCEero, ragaTensHuli WM
HETOUHEIH xapakTep HMeeT no xpalidell Mepe OIOHA KOHXDESTHAA HIEHTH-
$UKalMs, HO, KPOME TOTO, HMEIOTCS H 4YHCTO T'PAMMATHYECKHS TIpEmsT-
cTBU4, 0 KoTopeix ¢M, 3amsuak 1993, c. 145. Ecte H TPYIHOCTH ¢ KHTEp-
npeTankell 3HAYCHHA NPOYHTAHHOrO TakHM ofpa3oM TeKcTa. ANsrepHa-
THBHOE pellieHHe NpednoxeHO A.A. 3aTH3HAKOM, KOTopHi upemmaraet
TaKOH BapMaHT WIeHHA H TONkoBauus; [ce] MeHe BE{mola] Bs Blalwe "sor
MEHS TacKaloT (B CyH) 2a Bac IBOHX'. PasyMeeTcs, Takol aHanMa HANIIHCH
FHAYHTEIEHO TIPUBIEKATCNRHEE H Kaxercs O0lee RCPOATHLIM, XOTA
creHpHIecKoe HCTONL30BAHES IIAC0NA BOJOYHTH B 3HAUYCHHH "TacKaTh O
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cyNeOHBIM HHCTaHIMAM" H H3BECTHO DYCCKOMY #3LIKY JHINL CO 3HAYH-
TeNpHO Gonee NO3MHEro BpeMeHH {KaX YKashHBAeT caM 3amHsHsk — ¢ XVI
BeKa). I Bce e, B TakoM TONKOBAHHH WYyBCTBYSTCH HEKaf CMBICTIOBAS
«HATAXKKa», HC [OBOPA y2Ke O TOM, UTO HCCIESHOBATENE, CTPEMSICH IIOLTBEP-
OHTb CBOI TOYKY 3PCHMS, 9HTAET 4 TaM, e Kak 6yITO CTOMT He BRI3K-
RAIOIEE COMHEHHH JF — 5TO B IIO3BONAET My TIONYYIHTh YFCHHE B0,

Ha Ham B3risn, OJaHHLIH TeKCT — B TOM, UTO KacaeTcs cocTaBa Gyks —
YCTAHABITABACTCA CEYIOMHUM 0GpasoM:

cle]MeHEB B[ MODA]B LB T]10

INocnenree YHTAEMOE CIIOBC [PAMOTEL, KAK MBI TIONATaeM, — COHepiKaliee
OITHCKY TIPHTAXKATEILHOS NPHNATATENLHOS K. P. BRAOHABLBIIO OT yXe
YKa2aHHOT'O HAMM BRINIe MMeHH *Bwiorpraps. B 1ienom, rpaMoTa YUTAETCS
TaK:

'cro Orprca k6 craHa[n]s ¥ K xufpoms] cfe] MeHe pyfaoliajesB{alo
TpamoTa#292

3Ta rpaMoTa, HANACAHHASA Ha IpHOATTHHCKO-QUHCKOM A3EIKE (yCHKa-
uag cM: Apumxonckuii, BopkobscKuit 1963, cc. 120-121), monpobro oficy-
xkaaerca takke EA. Xemmmckum (1986, cc. 255-256), a Takxe B Oonee
paHHeli myGnukanun (Haavio 1964), ocTapluefica I8 HAC HEROCTYIHON (MR
CCHUTaEMCR Ha Hee 110 palore XenuMCKOro).

TocnemHss BepcHA IpRGaTTO-PHACKOH peKOHCTPYKIIHH TeKCTa MpencTa-
BIACTCA, B LIeTOM, camoil yoauHol. EqnHCTBEHHEIN ee crmalhiil »nemMeHT —
nprHsTHe ToakH 3peHHs ¥).C. EnmnceeBa Ha 3HaueHue I B 1-fi crpoke u
TPaKTORKA eT0 Kak Hudpu (= 10) (cp. Apunxopcknil, Bopkopckui 1963, ¢,
120). Kax HaM nmpencrannsercs, BepcHd M. XaaBHo B JaHHOM CIIydae TIpen-
noyTHTENEHee, COCMUHSAS MOZHTHBHEIE 3JIGMCHTH O0SHX TPAKTOEOK, TIPH-
XOJIHM K cHeIyIomeil IpearonoXKHTenbHol peKOHCTPYKITHEA:

Jumala(n) nudli inimi?i B oXbf CTpels, YENOBEYLS
nudli sdhid nudli ambi  cTpena, CBepKHH, CTpena, BHICTPEIH
Jumala sid(u) ni ohjavi Bor cyl Tak IPOH3BOTHT

BaroBopHilil XapaKTep HallHCH IIO3RONALT C X0y OTHECTH ee K paspaiy
{(Mudo)nozTHIECKHX QOMLKIOPHLIX TEKCTOB, BaXHO, OIHAKO, TONYEPKHYTH,
YTO0 JAHHLIH 3aroBOp ABMNAETCS IOSTHHYECKHM TEKCTOM H B Collee TpH-
KIIAJIHOM CMEICHE 3TOr0 ciona. Ileper Hamu, GeccllopHO, BIOITHE TeXHHYESCKH
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COBEPIIICHHBIH BOCEMUCTIONKHUK, BeposTHO, ¢ (poHeTHueckoll amuanell (He
BLIpAXKEHHOH, OnHako, Ha muceMe) B 1-if crpoke: nudli inimiZi » nuskinimifi
UNH nudlinimiZi,

Jna puHEO-yropckol KyNBTYpPH TAKOH BOCEMECTOMKHHK HMeeT ocofoe
3HAYEHAS — BERb 3TC MeTp, Ha KOTOpOM JIHKEZHTICSH NpeBHAA ypamsCKad
HapONHasl I033H:, B YaCTHOCTH, TCKCTH (HHHO-YTOPCKOro 31moca, Kamesams
H Kamepumosra. Ilepen HaMHe, TakHEM o0pa3soM, He mpocTo ApeBHelummii
KAapelILCKHIT TeKCT, HO — BBHAY NaTHpoBKH rpamMotsl XVIII 8, — npesreitnas
3AMHCE YPATILCKOr O IIO3THIECKOTO TEKCTa.

I'pamora#308

[Ipourenue 2ok wenoburHo# (ApuuxoRcKNi, bopkosckuit 1963, cc. 140-
141) Moxker Tertepp OpTh HOMONHEHO, 34 CYET DOTONHUTENBHRIX JHAKOB BO
2-1 cTpoKe, CTeRyIOIAM 00pasomM:

[11... frocrionulay MEXAHNY IODEEBHYIO ...
[2] ... mpocOers TROX IBHOBER ...

Takmv 00pa3oM, YCTaHABIMEASTCH HOBAM HOBrOpoONCKAA JEKCEM:A
Apoc(s)beHs ¢ KOMGHHATOPHO YCTAHABIMBAEMEIM 3HAMEHHEM "TIPOCHTENR",

I'pamora#406

Hauvano mrepBoit cTpokH Ghi10 YCTAHOBREHO ONATofapst YCHIHAM CHAMATA,
nybnukaropos (Apruxosckul, aun 1978, c. 11), a 3ateM — A A, Banuanaka
(1993, c. 163). B pesynesTare Guln IMPOYHTAH MEPEYCHL TOBAPOB: H PHOH H
Macio [ capx a] "H puIGE, H Macla, U CHIpH'. @parMeHTH SHAKOB, OFHAKO,
TIO3BOJIAIOT HAM JIOUKTATE 3TY CTPOKY IO KOHIA CNeNYIOIHAM 05pasoM:

7
[1] &# pube H Macso (¥ CHpH a Tjo Opaska Ipon-naH

Ocolrift HEYTepec B 3TOM TEKCTE IMpelcTaBaaeT coboll cmoBo npaska. OHo
TMBAXKIIH TIOABIsSieTCA B rpamote # 131 B opmax Hpa3za ¥ Opas3ky, a TaKxe
HM3BeCTHO E TOBOPax Kak Hpasra H HMeeT HAYCHRE "maHe" (3amuausk 1986,
¢. 191). Kak ¢ 0O"9eBHIHOCTHIO CHEXYET H2 HAINEIO TEKCTA, KaK OAHL ITOHH-
MAIOTCsl B HEM TIGPEUHCICHHBIC TOBAPHl, HHEIMH CHOBAMM, B TeKCTe 'OBO-
PHICH: «H phOEL, K MACIOQ, H CRIPL, TO €CTh HaHe». CIOBOM HpOoLaH, BUIHMO,
HauHHAeTC A CHEMyIoNee IPeiNoKeHueE.



Samemrit 0 GepecmanaIx 2pamMomax 279

I'pamora#433

OnyGnHKoBaHBLIE CHILHO TIOBpexXlieHHbe ¢parMenTsl {ApIIHXOBCKHH,
SAuun 1978, ¢. 38) HEOGXOAHMO TIEPECTABHTL, TIOMEHSAB MeCTAMHE OTphIBKH [H
u IV. 310 npuBonuT Hac K 6oliee pallEOHANLHOW CTPYKTYPE BCErO TeKeTa, B
pe3ynrTaTe THTAEM:

[1] orzal...] mor Boxtm [... k HRalHOY Kb IYHE Kb KAl
[2) #ky if.. . Jatl...] moxnans ...

IToMHEMO TIepeyHH HMEH, TEKCT COOEPXKHT elle onHy ¢$opMy OT OCHOBLI
*yesp Oea TIAJIATAIHAALEH, B BAHHOM CIy4Yae, I0-BHIUMOMY, POX. Tad. XK. p.
(aneHHas GopMa).
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Alan Timberlake

MECHANISMS AND RELATIVE CHRONOLOGY OF POLABIAN
SOUND CHANGES

The basic patterns of phonological development from Late Common Slavic to
Polabian have been known since the end of the *twenties.! In the time since then,
various refinements have been added. The absolute chronology of changes in vo-
calism has been established with precision on the basis of Slavic propria in Low
German records, a remarkable achievement in view of the indirect and imperfect
nature of the evidence.2 Some recalcitrant questions, such as the dialectal differ-
entiation of diphthongs of high vowels, have been clarified.?> With the publi-
cation of the original sources and a thesaurus,* it might seem that little remains to
be done in the history of the Polabian sound system.

It is true, nevertheless, that the development of Polabian has often been pre-
sented in the form of direct, linear correspondences between Common Slavic an-
tecedents and the Polabian reflexes.’ As a consequence, the mechanisms of
changes and their relative chronology merit further attention. In elaborating the
relative chrenology below, which will largely be consistent with the absolute
chronology of Kaiser 1968, it is useful to make the simplifying (if ultimately
false) assumption that changes are punctual; if all changes were punctual, then all
changes could be ordered with respect to each other in a strictly linear fashion.
The assumption holds true often enough to be useful, and the instances where it
fails are revealing. It will be sufficient to cite Polabian forms (normalizations in
italics, actual citations in quotations) from Olesch’s Thesaurus, uvsing Olesch’s
system of citing sources; in particular, it will largely be sufficient to cite Hennig’s
Vocabularium Venedicum (“H 842,” in Olesch’s codification of the sources).®

The change that is pivotal in the history of Polabian is the differentiation of in-
herited mid vowels *e and *o each into two vowels. For each of the mid vowels,
one of the reflexes will eventually be high, one non-high, but these high reflexes
are the end points of a series of changes, It is reasonable to assume that this
change, like many changes, began as a relatively minor differentiation of two allo-
phonic variants. Ignoring some details (notably the fact that both vowels have a
different pattern of reflexes when the preceding consonant is the homorganic
glide), we can hypothesize that closed variants [e] and [o] developed in the posi-
tion before palatalized consonants, while open variants [e] and [o] were found be-
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fore some or all non-palatalized consonants, After the differences between closed
and open variants were fixed, further changes occurred; the closed variant of *e
([e] as opposed to [¢]) was raised to [i], and [0] and [o] were fronted and raised
to [ii] and [&), respectively.

Reflexes of *e are distributed according to the palatalization of the following
consonant in a transparent fashion. The lower reflex (hypothetically first [g],
eventually [e]) occurs before any non-palatalized consonant, the higher reflex
(first [€], then [i]) in other contexts. Examples are given in (1); here and below
the acute is used to mark a palatalized consonant or a front vowel, the krouZek to
mark a non-palatalized consonant or back vowel,

(1) Reflexes of *Ce in Polabian

iI_cC’ *desets > disat ‘zehn’ [H 842)] «disangt»
*develn > divat ‘neune’ [H 842] «diwangt»
i_# *pole > piilt ‘Feld’ [H 842] «piicli»
_{ P2 } *teplo > teplit ‘warm’ [H 842] «tepl»
*nexati > nexit ‘laflen’ [H 842] «nechab»
[__T° *leds > led ‘Eif}! [F 842] «déd»

When, however, the preceding consonant was the glide [j], the reflexes are sensi-
tive to differences within the class of non-palatalized consonants; following labi-
als and velars conditioned [e], dentals a low reflex [a] (see (2)).

(@) Reflexes of *je in Polabian

__c’ *jesens > jisin ‘September’  [H 842]
«gifliin[mond]»
Hedimsjp > jidaind  ‘einziger’ [H 842] «gidddeine»
i_# *jaje > joii ‘By’ [H 842] «gogh»
f_{ P° } *(v)ujeveka > vagiefki ‘maternal (H 842] «waugéfka»
K° ’
aunt
f_Te° *edla > jadli ‘Tanne’ [H 842] «gadela»

For *¢ after ordinary consonants, the distribution of environments is not the
transparent distinction of palatalized vs. non-palatalized, but one which splits hard
consonants. The lower reflex (first [], eventually [&]) occurs only before hard
dentals, while the high reflex (initially [0], eventually [G]) occurs before hard and
labial velars as well as before all palatalized consonants. Standard examples are
given in (3).
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(3) Reflexes of *Co in Polabian

i__cC’ *anojb

*kotblb

*konikn
*ne moZelb

*délo
*£hso

I 11;} *bogn

I_#

>
-

V VvV VVYVY

VY vv vy

gniij
tViit"al

tiinsk
ni miiz$
d’old
cii

hiig

t{ibol'd
riit“ajtnd
prostiti
méist
d6ri
hissg

283
‘Mist’ (H 842] «gni»
‘grosser [H 842] «igiittgal
KeBel’
‘Plerdchen’ [H 842] «tyiiniks»
‘er kann nicht” {S]] «ni miise»
*Arbeit’ {H 842] «tgoli»
‘was?’ [H 842] «zii»
‘Gott’ [H 842] «biig»
‘Mutterpferd” [H 842] «tjlibolja»
“Warffen’ [S)] «riihtjeitna»
‘Wunderkopff® [SHilf] «pristita»
‘Dammstrafle’ [S]] «mbsi»
‘Berg’ [H 842) «tgbra»
‘baarfiiBig [H 842] «btfex»

When, however, the preceding consonant is the glide [v} (original or
prothetic), the distribution of environments follows the more transparent pattern,
The high reflex occurs before palatalized consonants. (Whether the ultimate
reflex was {ii] or, by a further change of delabialization, {i], is not significant
here.) A low reflex develops before all non-palatalized consonants. Beyond the
fact that the latter reflex must have been a low vowel, its phonetic character is less
than certain. Hennig often spells the whole sequence «woaC», which could
indicate that the vowel was diphthongal [64] or, just as probably, monophthongal
[4).7 Examples are given in (4).

{4) Reflexes of *vo in Polabian

_c’

*(v)obEdnb

>

*(v)og(p)njp >

*{v)oti
*(y)oni
*pivo

*(vyoko
*{yiokbno

*volb
*voda

° } *vo(je)voda

>
>
>
>

vV VV YV

vib‘od

vid“in
vicaj
vinaj
pavii
vavidi
vati
vakni
vill
vadi

‘Morgen-
Brodt’
‘Feuer
‘Ange’
‘sie’
‘Bier’
‘Fiirst’

¥

‘Ange’
‘Fenster’
‘Ochse’

- ‘Wafler’

[H 842] «wibbegbd»

[H 842] «widgifin»
[H 842] «witsay»
[H 842] «winnay»
[H 842] «peiwi»

[H 842] «wawdada»

[H 842] «watgf»
[H 842] «wakni»
[H 842] «woal»
[H 842] «woada»

The reflexes of mid vowels in different contexts are summarized in (5).
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{5} Summary of Mid Vowel Reflexes

context *o *vo *e *je
I_c’ ii fi>i i i
_# it ii>i i i
1_{P° K°} ii i e e
/17 6 i e a

Presenting all the familiar facts together makes clearer that there is a bit of a puzzle
in the mechanisms responsible for the splitting of vowels, a question which we
may now address. It is of course not unusual for North Slavic languages to
adjust the phonetic character (and not infrequeatly the phonemic identity) of vow-
els to the character of the following consonant, palatalized or not, but it is more
surprising to have reflexes depend on the basic place of articulation—labial or ve-
lar as opposed to dental.? The sensitivity to the basic place of articulation may
have developed in the following way,

Polabian evidently set about maximizing the difference between palatalized and
non-palatalized consonants by exaggerating the transitions in the preceding vow-
els. Before palatalized consonants, vowels were fronted and raised; in acoustic
terms, soft consonants cause raising of ¥, and, derivatively, of F, which is
equivalent to articulatory narrowing and raising. By complementarity, hard con-
sonants, which may well have been velarized, cause backing and lowering of
vowels; in acoustic terms, hard consonants induce lowering of F, and secondary
raising of F,, which is equivalent to greater aperture. A comparable assimilation
can be documented in Russian, where soft consonants front and fo some extent
raise adjacent stressed vowels.

As the presentation of material above demonstrated, Polabian sometimes &i-
vides mid vowels according to the transparent partition of palatalized vs. non-
palatalized, and sometimes it splits the hard consonants, in which case hard
labials and velars give a higher reflex than hard dentals.” Now dentals have an
accustic and articulatory effect on vowels quite similar to palatalization; if you
will, palatalization is an extreme version of dentalization. As a consequence,
when a language such as Polabian attempts to differentiate palatalized consonaats
from non-palatalized, and in particular palatalized dentals from non-palatalized
dentals, it may exaggerate the velarized transition of the vowel to the hard dental
(acoustically, by depressing F, and raising F,). Dentals may do this even more
than labials and velars, which have an intrinsically depressed transition. We
could write these transitions as follows. Transition to any soft consonant is
simply an anticipatory [i]-like wansition, which may become longer over time and
eventually raise the preceding vowel: [C'a1C7] > [C’elC"]. Transition to a
following hard labial or velar involves an anticipatory transition of the type
[C’eaK"®] for labtials and velars. Because the immediate transitions to hard labials
and velars already involve backing and/or lowering, little extra is needed to
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differentiate these transitions from transitions to palatalized consonants, and the
center of the syllable remains more or Jess unchanged: *(v)ujeveka > vayiefkd.
Dentals by their nature have a transition of the sort [C’egT®]. In order to
complementarily mark velarization, the vowel before the transition is velarized,
yielding [C’eaeT°]. An initial [j] may even absorb the [g]-part of the diphthong,
leaving a low vowel as the syllable nucleus: [jeagT®] > [jgogT?] > [jaeT?], as in
*iedla > jadli\® A comparable reconstruction can be proposed for *¢ and *vo.
In this way, the mechanism whereby Polabian split mid vowels is parily
dissimilative, partiy assimilative, It will emerge below that other changes involve
a complex interaction of dissimilative and assimilative tendencies.

The differentiation of mid vowels according to the following consonant, a dis-
tinctly Polabian event, can now be used as a benchmark to reference other
changes. This change must have been fixed by the time the reflex of *&, which
earlier had the phonetic value [] that is characteristic of Lechitic, was moved up
from its position as a low front vowel into the mid range. In the position before
palatalized consonants, the reflex of *& does not further raise to [i], as in *jsméti
> met [H 842] «mét», *seme > semg ‘Lein’ [HB 1] «szemédng», *svétja > swedd
{H 842] «swecia». Since the reflex of *# does not behave as a typical *e, the split
of *e into two variants must have already been fixed before the reflex of *&
moved upwards into the mid vowel region. We might note that it is somewhat
surprising, from the point of view of Lechitic, to have such a late merger of *é
with *e; elsewhere in Lechitic *& stops being distinct from *e not long after the
change of this vowel to *g before hard dentals has occurred.

In Polabian soft labials and dentals lost palatalization before front vowels.
When this happened, the distribution of mid vowels *¢ and *o must have been
fixed, to judge by the contrast of *(vjesmzjs > vdsmé [HB 1] «wisme», in which
the (s] had always been hard, with ¥(v)osmero > vismdrii (HB 1] «wissmerj», in
which the dental fricative must have been soft ([§]) by assimilation to the follow-
ing soft consonant ([ni]). If *m was still soft [ni] here, depalatalization of conso-
nants {C 'V’ > CV’} occurred only after the split in mid vowels. Depalatalization
can possibly even be held responsible for the fact that the previcusly allophonic
variants were fixed as distinct phonemes which would subsequently have distinet
histories. In a way the two changes are structurally related. As mid vowels split
into two allophonic variants, they assimilated a phonetic property from C, in
C,VC,. When consonants hardened before front vowels, palatalization was ab-
sorbed from C; by the vowel in C,VC,. It is interesting to note that, although
one of these changes is assimilative, the other dissimilative, the changes are
similar in that both represent a way of concentrating more of the phonetic signal in
the vowel as opposed to the consonant.

We can postulate the system of (6) at the time when the mid vowels split,
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(6) Early Vowel System

i [l u
(] ]

& [d] a

{6) includes two ceniral mid vowels for the reflexes of jers, unrounded [5] and
rounded [3], discussed below. Subsequently, the vowels in (6) will rotate and
Umlaut and diphthongize in a fashion that seems to obey a Martinet-ian principle
of economy.'! As vowels move up the outside of the vowel triangle, other vow-
els above them move out of their way. For example, as [d] < *& becomes a mid
vowel, it merges with the lower variant [g] from *e, but the higher variant of *g
moves up to [if. But this latter vowel does not merge with original *i, which,
along with *y and *u, diphthongizes by developing an initial centralized compo-
nent. These centralized vocoids and the centralized reflexes of jers move down,
but by this time original *¢ [#] and *& had become mid vowels [e] and [o].
Although any description must state what happens to individual vowels, the gen-
eral path of development can be sketched as a pair of vectors with tails in the re-
gion of low vowels which go up and around the perimeter of the vowel space and
point down through the middle of the vowel space.

In his explicit discussion of relative chronology, Olesch points out that velars
are palatalized before the [ii] and [8] which derive from *o, as in: *gora > d'ord
[H 842] «tgtra» ‘Berg’, *koniks > tiinék [H 842] «tyiinik» ‘Pferdchen’. On the
assumption that velars would not palatalize before a back vowel like [0 (and
indeed velars do not palatalize bafore *a > [0]), it seems reasonable to agree with
Olesch that the raising and Umlanting of [o] and [o] occurred before the
palatalization of velars: [0] > [ofa] > [ii/0] preceded KV* > KV

Thus we can tentatively order the palatatization of velars after the complex set
of changes restructuring the vowel system, including the raising and fronting of
*5. But now consider the following. In *rezga > rdzgd [H 842} «réseka», (HB
1] «atiseka» ‘Strauch’, *o is reflected as [&] (rather than [ii]) becaus¢ the im-
mediately following consonant is a hard dental. The dental is hard because the
following velar is hard; note also *kestska > t'ds(t)kd [H 842) «tybskax
‘Knichel’. Now in mizd € < *mozgy [HB 1] «misdya» ‘Marck, in den
Knochen’, the dental fricative immediately following the vowel must have been
palatalized, since the reflex of *o is [ii]. In order for that dental fricative to have
been palatalized, the following velar must have been palatalized, as the spelling
indicates. But that means that the palatalization of velars must have occurred be-
fore the splitting of mid vowels. Other, distinct facts indicate the same chronol-
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ogy. As noted above, reflexes of *Ce are distributed according to the general
pattition of consonants into the classes of palatatized vs. non-palatalized conso-
nants, The reflex is a high vowel in *perky > prit‘aj [H 842] «pritgdy» ‘dritber’,
indicating that the following velar must already have been palatalized at the time
when mid vowels were split.

At first blush this result seems inconsistent with the chronology developed
above. According to Olesch’s observation that velars could not have palatalized
until *o fronted to [ii/8], it appeared that velar palatalization followed the split of
mid vowels, but now «misdya» miizd € and «pritgdy» prit ‘gj suggest that velar
palatalization preceded the split. We have an ordering paradox: palatalization of
velars occurred both before and after the splitting of *e and *o. The paradox,
however, can be defused if one assumes there were two phases of velar
palatalization or, more probably, that palatalization remained productive for an ex-
tended period of time. As new environments arose, palatalization applied to
velars in those contexts. During the earlier phase, velars palatalized before certain
vowels, notably before *y, in a fashion analogous to palatalization of velars in
other North Slavic languages that maintained distinctive palatalization.'? Velars
palatalized again before [6/ii] after (as Olesch argues) the reflexes of ¥o had been
Umlauted.

We can use these observations to develop a history of the reflexes of jers.!3
Velars palatalized before the reflex of *s when the following consonant was
palatalized; the refiex of the back jer after the palatalized velar was some manner
of front vowel, which Lehr-Splawiriski (1929} transcribed as ¢, on the grounds
that it is spelled both as «i» and as «e». Olesch systematically examined instances
of vowels for which the older tradition had posited ¢ and showed that, in general,
there is little motivation for é as a distinct unit, including in position after velars.!¢
In most instances with velars, the vowel was posttonic and was spelled «i» (for
example, *nogsts > niid it [H 842] «nitgid»). In initial position, «i» is found in
*xpmelp > %imil [H 842] «ghimil» ‘Hopffen'!S and *kzde > ¢ id [H 842] «tyitt»;
«e» is the reflex in *kssens > ¢'esin [H 842] «tgeBin» ‘Magen’. Although the
reason for this difference is not clear, it is not sufficient reason to hypothesize a
distinct vowel. It is simpler to suppose that the reflex of * palatalized the velar
and was then identified with [e] < *e, whose reflex before sofl consonants would
eventually be the closed [i). 'We may hypothesize a change: K3C* > KaC”,
which differs from the development before hard censonants (KzC° > K3 (C°), and
then palatalization of velars in the position before [5] (K$ > K'e). This
environment for the palatalization of velars fits with that of Ky > K as part of the
early phase of velar palatalization,

These changes involving jers and velars must have occurred before the change
responsible for splitting *¢ and *a, to judge by vid'in < *(v)og(s)ns [H 842]
«widgii». To evaluate this example, recalt that when *o followed *v (including
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prothetic *v), the split in vocalism was sensitive to the general environment of
palatalized vs. non-palatalized consonant. Since the reflex of *o here is a high
vowel, the velar must already have been palatalized before the reflex of the
(anaptyctic) back jer by the time *o was split.

If #*K'z could have different reflexes depending on the following consonant,
then there were presumably two (phonetic) reflexes of back jers after other conso-
nants, a front schwa [3] in the environment /C__C~ and a back labialized [3]
schwa in the environment /C__C%16 Whether these reflexes remained forever
distinct is doubtful; they seem to have a single ultimate reflex (a]: *dzzdjs > dazd
[H 842] «dist» and *s5s55 > sas [H 842] «ssis». Front schwas also originally
varied depending on the following consonant. In the context 7 C”, preceding
consonants lost palatalization: *dsns > dan [H 842] «dén», *vess > vas {H 842]
«wis», {SI] «wahgs», The fact that consonants depalatalized suggests that the
immediate reflex of front jer in this context was a front vowel, or [3]. In the con-
text C°__C° palatalization is preserved: *psss > pas [H B42] «pids», [ST]
«pijahss». From the fact that palatalization is preserved in this environment it fol-
lows that the immediate reflex must have been less front, or [4]. With front jers
as with back jers, then, there is again evidence that the reflexes must have been
initially distinguished in the two environments (before hard consonant and before
soft). And again, it is less than certain that the ultimate reflexes in the low region
were distinct. Conceivably, the reflexes of the jers all converged on [a], as the
dominant spellings for these vowels in all contexts in Hennig, plain «a» or long
«f», would seem to indicate.!” In any event, the initial differentiation of two re-
flexes of jers according to the following consonant was one of the earliest
Polabian changes, This bifurcation must have occurred before the first phase of
velar palatalization, since the velar counts as hard in: */sgskoje > !'atd [H 842]
«lgitga». Note, further, that depalatalization must have occurred at a specific
point in the history of the Polabian sound system, when [§] < *C 5C"and [3] <
*C5C °were still distinet and had not yet lowered to their single ultimate reflex of
(al.

Perhaps the most intrigning instance of phonetic mechanism and chronology is
the diphthongization of high vowels, discussed by Olesch in his article devoted to
relative chronology.'® The process is complex in and of itself; its interaction with
other changes is not obvious; and there are interesting dialect differences between
Hennig's Klennow—Wustrow dialect and Schultze’s Siithen dialect.’® In both di-
alects *i was diphthongized to (aj]: *lists > lajst [H 842] «leist», (S]] «leist»,
Dentals and labials depalatalized before this vowel, but it is not immediately obvi-
ous when depalatalization eccurred, and what the vowel was when depalataliza-
tion eccurred; in principle depalatalization could have happened either while the
vowel was still [i] or after it had become a diphthong, provided the diphthong
were something like [3i] or [#i]. Hennig generally diphthongized *y to [ajl, as in
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*dyms > dajm [B 842] «ddym» and Schultze diphthongized *y to [of], as in
*slyYi¥s > slojsés [SJ] «schliusses». Velars are palatalized before *y, which has
the same reflex (faj] in strong position) in both dialects: cf. for strong position
*nogy > niid’aj [H 842] «nidydy», *orkyta > riit'aijtnd [S]] «rilhtjeitna»
‘Warffen’, and for weak position *vel(i}ksjs > wilt'# [H 842] «wiltge», [S]]
«wiltje». Since the reflex of *Ky is uniform for both scribes/dialects but *y oth-
erwise gives different reflexes in the two dialects, the vowel in question must
have been *i rather than *y at the time of diphthongization. Thus velars were
palatalized in this environment (in the early phase of palatalization) before
diphthongization,

The reflexes of *u lead to a further complication. Hennig generally has [ay],
while Schultze has [o}]. Originally soft consonants preserve their palatalization in
both dialects: *ljubo > 'aibil [H 842) «lgeibi», [ST] «ldubu», *{judi > "aydi [H
842] «lgaudi» ~ {‘ojdai [ST) «liudey». But velars are palatalized before the reflex
of *u, by both Hennig and Schultze, even though the vocalic reflex is different:
*kupi(ts) > t'ajpé [H 842) «tyeipes, *kupils > t ‘oipal [8]] «tjiupal». These two
facts together seem somewhat paradoxical, as Olesch recognized.?’ The fact that
original soft consonants did not lose palatalization seems to imply that the vowel
was never front, and yet preceding velars do undergo palatalization, a change
which would normally presuppose a front vowel. Olesch responded to this para-
dox by suggesting that velar palatalization occurred before all high vowels includ-
ing *u (that is, *u in its etymological value of high, rounded, and back before it
diphthongized), but this seems unmotivated.

It may be useful to consider more carefully what is involved in diphthongiza-
tion. The reflexes of *i and *u have the same initial vocoid in Hennig’s dialect.
If originally soft consonants do not show up as palatalized before the reflex of *i,
but do so before *u, then depalatalization was a chronologically localized event
which occurred before the diphthongization of high vowels. Above we argued
that depalatalization occurred at a specific time in the history of the reflexes of
jers, after they had split into [5] and [8] but before these had lowered to [a].
More generally, then, we can associate depalatalization with the vowel system of
(6) just before the rotational changes (including diphthongization) began.

The three high vowels diphthongize in basically the same way. In its initial
stage, diphthongization may be thought of as the development of a homorganic
glide, a little more open than the syllabic portion of the vowel (thus [i] > [ii], *y =
[#] = [3#], [u] > [wu]). That glide gradually lowers, centralizes, and becomes the
center of the syllable,?! while the later portion becomes a glide carrying the differ-
entiating features of the three phones (thus [1i], [, [vu] > [i], [2i], [au]).
Eventually the schwa lowers further.

With this general picture, we can consider how the differences between
Hennig’s and Schultze's dialects arose. Let us for the moment ignore *y, which
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is intermediate between *{ and *x, and concentrate on the maximal contrast of *i
and *u, writing [u] or [y] as [1] or [i] —that is, as [i} with backness and labializa-
tion. Hennig’s reflexes can be taken as closer than Schultze’s to the original path
of development. Hennig evidently kept labialization of *u localized in the glide
portion of the diphthong. The initial portion of the diphthong is normatized by
Olesch (and others) as [a], but it could have been anywhere in the range from a
central [a] to a front [#] (Hennig uses «d» occasionally). In any event, this nu-
cleus was front enough to condition palatalization of velars. That is, velar palatal-
ization before *u occurred after the vowel had diphthongized by the process [u] >
[41] > [8]]. Hennig evidently ranked labialization of the vowel as crucial and
treated *y as more similar to *J than to *u; the only change is that the velarization
of the glide is eliminated: {&] > [d] > [a4] > [2i] = [ai].

Schulize’s treatment of *u probably represents a further development, After
the initial diphthongization ([u] > [41] > [51]), Schultze’s dialect moved
labialization of the glide back into the nuclens of the vowel: [5] > [5i], where
“[3i]” becomes [4i] or [0i].22 Schultze’s dialect palatalized velars at the
intermediate stage of [3}], before labialization was moved into the nucleus.
Schultze’s dialect treated *y as similar to *u, in that the backness of [3] made the
nucleus of the diphthong back and labialized as well. Olesch’s concern about the
interaction of palatalization and diphthongization, then, can be explicated if
depalatalization occurred before diphthongization, but velar palatalization occurred
after diphthongization had begun,

Certain details of the reflexes of high vowels confirm, or are at least consistent
with, the interpretation above. Hennig’s reflexes are influenced by an adjacent
labial consonant, The fact that *y is often reflected as {oj] after labials, as in *byfi
> bojt [H 842] «biit» ~ bajt [H 842] «bayts, suggests that *y was originally in-
termediate between *f and *u. As the glide portion of the diphthong developing
out of *y was neutralized to [i], the nucleus must have been further back (perhaps
[&i]) than that of *i (possibly [8i]) if it could be so easily labialized to [o].
Moreover, Hennig loses the labialization of *u in the position before labials, as in
*glupsie > glajpd [HB 1] «gleipe», *kupi{iz) > t"ajpé [H 842] «tyeipes. This
suggests a process whereby the labialization of the glide portion of the diphthong
[23] was absorbed by the following labial and was thereby lost to the diphthong
as a whole. That is, the labialization must originally have been confined to a
particular part of the diphthong. As a consequence, we conclude that when the
labialization shows up in the beginning portion of the diphthong in Schultze’s
[oi], it must have migrated there from the later glide portion of the diphthong,

Reflexes of *y and *i before hard *{ are also instructive. {The reflexes are un-
remarkable before soft *I°.) Before hard */, *y is reflected as a low vowel which
lacks the distinct glide portion [j], as in *bylzs > bdl [H 842] «boal», [SI] «bahl»,
orin *tylzs > tdi [ST] «tahl» ~ «tohl», [H 842} «doal»; this reflex differs from the
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more expected diphthongal reflex of *y found before soft *I”in *vz tylé > va tajle
[H 842] «wa teilé».2 In sources such as Lehr-Sptawiriski 1929, this vowel be-
fore hard *! was normalized as []. The fact that the reflex of *y lacks a final
glide suggests the following mechanism, Hard *!in other Slavic languages with
palatalization (Polish and Russian) has shown a strong tendency to become velar-
ized—in essence, to become homorganic with [i]. If the glide portion of the
diphthongal reflex of *y were [§], it might have been absorbed by the following
velarized ¥/ and disappeared, by a change: [a#l°®] = [aI°].

*(C7 also participates in this change: *rodils s¢ > riiddl sd [H 842) «rid6alsa».
The fact that the consonant before *i has been depalatalized suggests that
depalatalization occurred before diphthongization, so that the product of
depalatalization couid be velarized by the hard *{: [Cril] > [Ci°] > [Cail®] >
[Cs1°). These developments, then, provide confirmation of the hypothesis that
the differentiating features of the original high vowels were localized in the
second portion of the diphthong and, further, that the character of one portion of
the diphthong could be affected by adjacent consonants.

We can recapitulate the internal chronology as follows. First come some pan-
Lechitic changes, such as contraction, the “hard dental” changes of vowels (in
Polabian, of *# to *a and *¢ to *g, but, curiously, not *e to *o), and the loss of
some but not all weak jers. Polabian differentiated the reflexes of jers according
to the following consonant (*s/s > §C/8C°}, then palatalized velars before any
non-low, non-labialized vowel in the system at the time (KV”" > X V", where V~
includes [#] <*y and [3] <*3 or *oje). The mid vowels were split into a more
closed and a more open variant depending on following consonant; palatalized
consonants conditioned the closed allophone and at least hard dentals conditioned
the more open allophone (*e > [eC'/eT?], *o > [0C"/aT®]). These allophonic vari-
ants were fixed as autonomous units when dentals and labials depalatalized before
front vowels (CV" > CV”). High vowels diphthongized ([ii/u] > [ai/sifau]), at
which point the later phase (or the continuation?) of velar palatalization occurred
as velars found themselves again before vowels capable of causing palatalization
{(KV° > KV’). Then the vowel system was restructured by various “rotational”
changes: non-high vowels raised, high vowels diphthongized, and ceniral
vowels lowered. And [o/s] were raised and fronted.

The chronology of changes in the vowel system anticulated above is consistent
with the absolute chronology established by Kaiser 1968. There is possibly one
discrepancy in the chronology of the differentiation of mid vowels. In her syn-
thetic discussion, Kaiser comments that Milewski’s chronology is for the most
part correct, but she goes on to say (p. 118): “Ein Unterschied der Auffassung
besteht nur beziiglich der Frage, ob der Reflex & sich vor harten Vorderzungen-
konsonanten und vor f erst sekundéir aus il entwickelt hat (so Milewski), oder ob
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das Phonem /i/ seit seiner Herausbildung das Allophon [8] besafl. M. E. ist die
letztere Annahme vorzuziehen.” Kaiser diagrams the changes as:

ursl. *o>o>6>g[uq]

ursl. *0 >0 > 0 > i [ii 8]

The discussion above argues at least in favor of Kaiser’s earlier chronology
and probably for an even earlier date yet. If the allophonic differences between
[e] and [e] and between [o] and [2] were fixed at depalatalization, and if
depalatalization occurred before diphthongization and the other migrations of
vowels, then the difference should have been there long before ¥o was Umlauted.
In fact, Kaiser’s diagram could easily be amended to read (omitting lcngth)

ursl. *o > [0 a] > [0 0] > [ii 8]
That is, a difference in aperture could have been created early and then carded
along as the vowels raised and fronted.

The material Kaiser presents—toponyms and hydronyms borrowed into Low
German—is not entirely wnambiguous evidence about chronology. Kaiser con-
cludes that the adjacent consonant played no role in the spelling (p. 70: “Eine
Abhiingigkeit der Lautung des Stammvokals von der Qualitiit der Nachbar-
konsonanten ist nicht nachzuweisen”), arguing instead that the identity of the
following suffix (whether *-ov, *-fan, *-ic, ¥-in, or ¥zn) is the important cri-
terion.2* It does appear that spellings with «u» are frequent in toponyms built on
the suffix *-ic (Guliz, 1281, etc.; Guriz, 1296, etc.), but of course the preceding
consonant would have been palatalized before this suffix. Working through
Kaiser’s citations from the fourteenth through sixteenth centuries gives the fol-
lowing distribution (of distinct etyma):

(7) Spellings of Polabian *e¢ in German
century context «
14 [_P°(K®)
. ! P
[T
__TAC)
15 I PYK®)

¥
¥

«O~[» «

16 I_P(K°)

S,

o~

LY
LRI OO OB WL~ o
T =N VI N S SN NP -



Polabian Sound Changes 293

This evidence suggests that «u» spellings are more frequent before palatalized
consonants, but it does not provide solid evidence for differentiating hard dentals
from hard labials.

The distribution is largely static, since once a toponym is borrowed, it is likely
to remain the same thereafter. For that reason, any changes in spelling acquire
special significance. In fact, there is one very specific fact recorded by Kaiser
that may be quite revealing. One etymen with hard [m] shifted from «o» in the
thirteenth century (Gromazle, 1296) to «u» thereafter (Krumadze, 1329,
Krwnmasell, 1450; Crumasell, 1564).2 If that fact is to be trusted (and it is one
of the rare cases in which the spelling shifts), it argues that vowels became
sensitive to the following consonant at a relatively early time, around 1300.

The phonetic model proposed above to describe the splitting of mid vowels
into two variants, while necessarily speculative, does suggest why it would not
be surprising that Polabian could develop two reflexes in mid vowels, and
perhaps even why certain changes have clustered together chronologically, To
speak anthropomorphically, Polabian was concerned about the transitions and
interaction between consonants and vowels in a host of changes that occurred in
close succession: palatalization of velars, depalatalization before front vowels,
and adjustments of glides according to adjacent consonants. Some of these
changes were assimilative—that is, involved extending the temporal duration of
some phonetic property—and some were dissimilative—that is, involved absorb-
ing some phonetic property into the realm of one segment,

Notes

1 Trubeckoj 1925-26, 1929; Lehr-Splawiriski 1929; Milewski 1929(a,b).
2 Kaiser 1968,

3 Olesch [1975] 1989, [1986] 1989.

4 Qlesch 1983-87.

5 As for example in the introductory pages of Polariski and Sehnert 1967 or
volume 1 of Olesch 1983-87. Lehr-Splawiriski’s approach (1929) was
essentially one of correspondences. An exception is Olesch [1980(b)] 1989, to
which we return below.

§ Olesch 1983, 1, xxxiv-xH.

7 1t is also uncertain whether the reflex was uniform across dialects/scribes;
Olesch ([1586] 1989) argues that, while Hennig has [4] as his reflex, Schultze
has {a], and Pfeffinger [o].
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8 Olesch handles the environments with circumspection. Speaking of *e,
Olesch comments: “Nachfolgenden harten Konsonanten_ kSnnen in
Dravinischen die Vokalanhebung verhindern,” and then of *¥o: “Ahnliches gilt
fiir ursprunghch inlautendes o, das vor harten Dentalen [...] die Anhebung
vermeidet.” The observations ate accarate, but leave open the question of how
dentals hinder raising.

% The definition of environments, and the difference in vowels, is the same for
the reflexes of *& in Cakavian (Jakubinskij 1923).

10 The model elaborated here represents a slight modification of the account
offered by Andersen (1978) of the backing of [4] to [a] and [e] to [o] before
hard dentals (that is, not all hard consonants!) in Polish. Andersen proposes a
uniform phonetic development for all non-palatalized consonants, followed by
a phonemic change in which dentals are differentiated from labials and velars.
The model here takes the dissimilation to be part and parcel of the orginal
phonetic change.

11 Roughly how Kaiser interprets the various changes (1968:114ff.),
12 Timberlake 1978,

13 Milewski 1929(a, b].

14 Qlesch [1980(b)] 1989.

15 Olesch 1983-87, having argued for the interpretation [Ximil], gives both
normalizations XimiliXemil. Only PfDr has «e»,

16 Milewski 1929(a].

17 Qlesch [1977] 1989:287-8.

18 Qlesch [1980¢a)] 1989.

1% Qlesch [1975] 1989,

20 QOlesch {1980(a)] 1989.

21 What is termed “intensity shift” in Andersen 1972,

22 Olesch objects vigorously to the use of the sequence df as a pan-Polabian
normalization for the reflexes of diphthongs, on the grounds that it is an
inaccurate and misleading compromise for the distinctly different reflexes of
the two dialects. It is still possible, however, that Schulize’s spelling «iu»
reflects [Ai] rather than [oj].

23 Olesch 1983-87:39-40. .
24 Kaiser 1968:70, 77, 81-2, 89.
25 Kaiser 1968:63, 72, 83, 90.
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K EOITPOCY O ®YHKHUAX APTO

INom apro M TOHHMAaeM JEKCHKY IeKIACCHPOBAHHLIX AIEMEHTOR:
TIPECTYIHHEKOR, Oponar, 6ocakoB, GeCIpU30OPHUKOR, HUIITHX, IPOCTHTYTOK H
1po4.,

HcenenopaTelld JOMroe BpeMs HE pasTpPaHHYHBanNH (yHKIUK apro.
Hepenxo criophi ¢ pyHKIIHAX apro CBOTUIECH K CNEAYIOIEMY: UMEET JIH OHO
KOHCTIHPATHRHEH xapakTep HIH He xMveet? [10; 12; 20; 21]. HauGonee 4&TKO
STH CHOpH MONETOXHAI HCCICHOBATEN: COIMANBHEIX IHANeKToR B.JI.
Bounasneros. "Heperko ocHOBHOHN ¢yHKLIHeH BOPOBCKOT O XAaproHa (apro), —
TNHIOET OH, — CUHTAIOT KOHCIHPATHRHYID. Ja, 3TOT THI COIHANLHOTO
I@aNeKTa MOXET ef BLITONHATE. Ho 3To He exmHcTBeHHad ero pyHKmHs"
[3]. KakoBu e ocHOBHHE yHKUHH apro? Ilepeducium Hx: a) ykKe
YIIOMHHABINASCSA KOHCIIHPATHBHAA (QYRKUHS; 6) GYHKIIHH OIO3HAHHSN, B)
HOMHHATHBHAS GyHXIAA, I') MHpoBO3apeH4deckas QyHKUHA., PacCMOTpHM
TONPOSHO KAKIYIO U3 HHX.

KoncmpaturHas GyRKIUA

O Hell M0 CHX TIOP BelyTCS CHOPH, B KOHEWHOM HTOrS, CBOIAIIHECS K
CIedyIoLIEMY

1. Apro HOCHT €TpOI0 KOHCIIHPAaTHRHEIN XapakTep [5; 7, 11; 17].

2. Apro He BHIIOTHACT KOHCITHpaTHRHON $yrkiuu [2; 10; 21],

3. CexpeTHOCTS apro 3aRACHT OT 06cTosATeNLeTR [20].

4, Tatisnff xapakTep — KaTeropHs, CBOMCTBCHHAN apro B AHaxpouuH [7;
15; 23]. Tax, JI. Cenean cuptan, yre GpaHIIYICKOE apro PaCCCKPETHIOCL K
cepenaHe XIX B. [23], a pycckoe IOpeBOMIOLMOHHOE AP0, 10 MHEHHIO
HecnepoBatenel b. A Napuna u JL.J.Ckpoprora [7; 15], — k Hayany XX mexa.

W, makoHell, uMeercsa ocobad Touka apeHUS ¢paHllyscKoro yuéHoro IL
I'upo, xoroputi yTRepsK IR, 9To TalfHOCTSL Apro — HepelnE AL Bonpoc [22].

Jna rnoxka’aTenhcTBa TafHOCTH apro OPHBOJSITCH, B OCHORHOM,
ClefyIOIIHE APTYMEHTHL &) HaNHuH#e MOTPeOHOCTH y NEeKIACCHPOBAIIHBIX
SNEMEHTOB COKPLITHS CBOMX TIPECTYIHLIX 3aMbIcTioB H nelcTeuit; 6) daxr
NOCTOAHHOT'0 DOHOBNEHHS APIroTHYECKOID CIOBAPS; B) HCTIONLIORAHHNE dpro
TONLKO MEXAY "CBOHMH"; I') TPYIHOCTh B NIOHHMAHHH aprOTHYECKHX CIIOB
3AKOHONOCHYIIHEIMH JIFOILMH.
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IIpOTHBHHKY 2Ke KOHCITHPATHBHOIG XapaxTepa apro NMPHBONAT, B CROIO
Ouepels, KOHTPIOBOILL: &) OTCYTCTBUE HeOOXOMKMOCTH CKPHBATh HA3RaHHA
pAN4 TpenIMeroB o neHcTsull, KOTOphE He OTHOCATCE X "mpodeccro-
HanpHOR" HedTeMbHOCTH JeKTAcCHPOBAHHEIX 3IIEMEeHToB (HanpraMep, ofozHa-
UeHHWS ITHINH, BHHR, H3CCKOMEIX U T.I.); 6) TPYIHOCTL B CO3NAHAM APTOTH-
YecKHX CIOB; B) TPYIHOCTh OBRAICHHA JICKCHKOH JEKIaCHPOBAHHBIK
3TeMEHTOR; I} MPOHHKHOBEHHe THAYHTENIEHOrO KOIHYSCTBA aproTHIMOB B
ofINeHapONHYI0 peds; 1) oOLIeHWe HA apro B IIPHCYTCTBMM 33KOHO-
TIOCIYINHOT0 HACENIEHNS, &) "Npo3pavHoOCTs" COMAHTHEKH PANE dpT'OTHAMOB.

Msbl KoHCTaTHpYeM TOT aKT, YTO HH OOHH IHHIBHCT He YUHMTHIBAN
MHEHHe KOPHCTOB. A MEXIY TeM BCce OHH (HCCIe/oBATENH HIH cofHpaTet
apro) yTRepKIAKT, YTO OHO HOCHT OTYETIHBO KOHCITHPATHBHLIA xapakTep.
Tak, k upumepy, HasecTHeM [opucT A.H. T'ypoB aprymenrupyer 310
crepyioniuyMu aktamu: "B 50% ciydacB cOBEpIICHMA TpecTVIINeHAN K
Hemy (apro — MLI.) npeGeraror kapManHele popet, 70-80% — mymepa, noura
B 100% — cOHTYHKY IOXHIIEHHOr'0 AHTHKBADHETA K pacxurwrensx” [4].
OnmHaKo yTRepKICHHS NPeNCTABATENCH IpaBOOXPAHETENEHEX OPragHon ¢Ins
He ABIAIOTCH OCHOBOTIONArAJOIIHMHY, X0TA H NPHHHMAICTCA BO BHIMAFNE,

Ipu onpeneneHU¥ CeKpeTHOCTH-HECEKPETHOCTH APro HCCIENOBATETAMH
HE yYHTHBATOCE CICLYIOIIEE:

1. IMeeT mH apro yCIOBHEIH XapakTep, TO ecTh COZMABANCA ITH GaarTHOH
AIBIK  YIOPSNIOUEHHO, BONEREIM YCHIIHEM HITH K€ aproTHYeCKHe JIEKCeMbl
HApOXIAHUCE CTHXHITHO?

2. He yToumAnoch, TpECYIMH H apro cnocolnl CIOBONPOMIBCICTRA
YCIHOBHBIX A3BIKOB PYCCKUX PEMECTICHHEKOB H TOPIOBLIER.

3. He poBoxuICcs ONpoc IpeNcTaBUTeNeH HeKITaCCHPOBAHHLIX JIEMEHTOR
© CEKpEeTHOCTH apro.

4. B KakHX KOHKPCTHO KOHCITHPATUBHEIX CHTYAUHSIX YnoTpelmaercs
apro? ’

5. Apro 4acTo pacCMaTpHBAIOCh HCCIEIOBATEISMH HIONUPOBAHHO, BHE
€ro CBASH € JIPYMHMH KOHCIHPATHBHHME CPEACTBAME IPeCTYIIHHKOB
(ralinomuceio, mMEQpamMu, TapaGapcKUMH S3ulKamH, TafiHoll MEMHKOH B
KECTAME).

[ocTapaemcs BCE BBIINE NEPEUHCIICHHOE YYSCTh B HAINEM HCCTISIOBAHHH,

YcnopHEIE (HCKyCCTREHHBLIH) xapakTep COUMANbGHHIX MHANSKTOR, HX
KOHCTTHpPATHEHAS $YHKIHA H CcHoBoo0pa3cBadHe TECHO CBAZAHE MEXIY
coboil. Ecnu apro Hmeer OTUSTTIHBO YCIIOBHBIH Xapaktep, 3HAYHT, OHO
melicTRUTEIRHO TIPHAYMAaHO HIIA TOT0, YTOOH 3aCCKPETHTS HeMH H NeHcTBRS.
Ho kak gokasath 2To? B 3ToM cilydae 3HAYEHHe criocob0B CHOBOIIPOHI-
BoncTBa H adukcos GyneT onpegensiioinuM. Tak, HAIIpAMep, TN YCIOBHO-
1poecCHOHANBHMX A3LKOB XapaKTepHLl 0COOhIe cIIOCOOH CICBOIPOHI-
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BOJICTBA (TaKHe, KAKHX HeT B OOINEHAPOTHOM PYCCKOM A3ILIKE) — (OHETH-
yeckull H doHeTHKO-MOpdONOrHIecKHH, a TakXKe 0COfBe MacKHUpOBOYHLIS
apduxcy [3]. Hampumep, B HEX IIHPOKO HCHONL3DBANACH 3aMEHA OIHOIO
3BYKa OPYrHM (XYPHTE - KYPHTL), BCTAEKH 3EYKOB B CEPEIHHY (23BETO - 3T0),
3aMEHA 3BYKOR MaCKHPOROUHLIMA KOMIIIEKCAME (6YTBEpO - UETBEpO, Kypenaa
- cepelnia, ¢pHOYIOKA - KaoyllKa), FIepecTaHOBKA IBYKOB (HyOHTRA - GyTHIIKA)
HT. I :

Jng apro AeKIacCHPOBAHHEIX 2IeMEHTOB BTH CITOcOCL CIIOBOIIPOH3-
ROTICTRA M MACKHPOROUHLIE atpHKCH He xapakTepHil, M3 30000 aproruamor
XI-XX BR., XpaHANMXCA B Hamrel kaproreke, BCTpeTHNOCH Okomo 300 crios,
o6pa3oBaHHEIX POHETHYECKEM H POHETHKO-MOPQONOTHYecKM criocofamH,
Oa H TO Ha 00pasoBaHHe STHX ICKCEM, RO3MOXKHO, IOBIHSINH YCHOBHO-
rpothecCHOHANLHLIE A3LIKH PYCCKHX PEMECTIEHHHKOB H TOPTOBLER, & MOXET
OLITh, H TPOHABOIIEHAE HOCHTENell pasudHLIX TePPHTOPHAIBHBIX NHATIEK-
TOR (¢M. cloBa Oeaka - GHAKa, 6ycaTh - OyxaTh, INTPHK - CTAPHK).

Pan criocofoE CHOBONPOHIBOICTRA B YCIOBHO-TIPOECCHOHATLHBIX A3LI-
Kax peMeclneHHHKOB H TOPrOBUESB YIUBHTENBHO CXOM ¢ MH$PPOBKOH B TaK
HasHBAEMEIX TapaGapcKux TalHBIX #3pKax. B pajge cliyuser oHH CO3/laBa-
THCH CIeAyIoMuM 00pasoM: CIOBO HEIHIIOCE Ha CIOTH H K KaXXIOMY CIOTY
NpEGABIANCH KOMIUIEKC 3BYKOB (cM., Hampemep, "Ouepku Oypen” HT,
IMoMmsnepckoro). Takolt "A31K" HCMONLIORANCA HCKIIOUATCILHO B KOHCIH-
PATHBHHIX LIBJSIX,

Y mexmaccMpoORAHHLIX 3NEMEHTOB TAKXKE B XOOy Tapabapckue A3nKH. Tak,
HaTIpHMeEp, IIyIepa ToXe OEIAT CIOBA Ha CIOMH H NpHOaBIIIOT K KaXJIOMY
crory BeraBky KO. B cpsan ¢ stuM dpana "Tu MeHSA He 3Haclop" Oymer
BOlMIAOeTs CHEOyoImuM obpasoMm: "Korel KOMeKOHS KOHe KOIHaKogms",
3toTr Tapabapckuil S3LK DIyIep HACTIONLAYET B MOMEHT OMACHOCTM (Hamp.,
NIpH TIpHONMXKEHEH COTPYIHUKOB IIPABOOXPAHMTENLHEIX OpraHOB K HIrpalo-
IITHM B KapThHl).

I.C. JIuxauEs yTBEPKIAN, YTO ONA KOHCHHPALIMH OTHENIBHLIC KPHMMWHO-
TEHHEIE TPYIILE HCIONL3YIOT "HCKYCCTBCHHELIC" CNORA, TMOHATHBIE TONLKO
HM, onpegenéHHoMy Kpyry mui [10]. CoBpeMeHHble IPECTYITHHKH TOXKE HX
yroTpebnsiioT. Ho 9T0 He aproTHIMLl, TaK KaK NOHSTHLL OHU ITHHIL YIEHAM
onpenenéHHol GaHILL

B apro Her H HaMEXKA Ha YCIOBHOCTL HIIM MCKYCCTBEHHOCTL. B CBAZHM C
OTHM HAM KaXyTC] COMHHTENILHEIMHE YTBepKIleHEA HEKOTOPHX mucaTene u
NHHFBUCTOE O TOM, YTO APrOTH3MLI CO3MAICTCA BEPXYINKON meKIaccH-
poBaHHBIX 3neMelTOB [7; 10; 19]. Kak ke Torja riaBap¥ PacupOCTPAHSIOT
3TH CJIOBR CpelIR DPSAOBLIX MIofiel "mHa" M Kak TIOCHEIHHE YCBAHBAKOT HX,
BBOIAT B cBolt peuescht ofopor? XoTA, HECOMHEHHO, HAaHOOMEE yHAYHbIE
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CIIOBA, CKA32HHLIC TIJaBapsiMH, nonxnamamx PANOBLHIMHE  TIPECTyII-
HHUKaMH.

Apro co3agaBanoch H co3fgatTcs CTHXHHAHO. _I_-_lala"ro ykaseBami B.A, Jlapus
[7], O.C. Nuxauér [10], B.A. Tonkor [17] ¥ np. Ho "cTHxmitHas BrpaGoTKa
*kaproua (apro — M.I) npecTynHHKOB ITHXTORANACE HEOGXONHMOCTRIO,
TaliHast peds BOPOECKOW OpPraHM3arMH pasBHBanack BMECTE C IIPECTY-
IDIGHHAME: pafeXaMy, KOHOKpAICTBOM, BODOBCKMME maméramu” [7]. H
CTiocoOBl CNOBOOOPAZOBAHMSA B apro TOBOPAT B HONBIY TOrO, WTO OHO CO-
3OaBaNOCcs CTHxuiHO. B apro Take, Kak M B MOJONEXKHOM KaproHe,
TpeoblamaeT JeKCHKO-CeMaHTHIECKOS CIOBONPORIBOICTRO. He ynopamoven-
Hoe, a cTHXHHHOe cHOBOOOpPATIORAHHE BHEHO B COBIAaHHH MHOXKECTBA CIIOR,
KOTOpHe dHacto cosmalorcs OCnaronaps BHEIOHMM H  BHYTpeHHEM
accoUHafHsM (CM. COMAHTHYCCKYIO TSMOUKY: JIOPER, aprOTH3M MapBHXEp —
BRICOKOKBaTH(HIIUPOBAHHEEIY BOP-KAPMAHHHEK, aprotasM 30-60-x romon
MypassHxops, aproTHaM 70-90-x romos — MypaBeH). HaXe HEKOTOpHE
HHOA3bIWHBIE CIIOBA @PeCTYIHHKH "HOErOHsioT" nonm pycckme. Tak,
HAIPHMED, HEMENKoe MO NPOHCXOXISHHI <NoRo OaH (HeM. Bahn -
KENeSHONOPOKHEEI MyTh) "BOK3an" y HpecTYIIHHKOB IIPEBPaTHIOCH, B
nekceMy OaHs,

JeKTacCHPOBAHHLIM 2TeMEHTaM HIBECTHO, YTQ OONBIICE KOJNHYECTEO
aproTHAMOB HeHOHATHO A HENOCBAIEHHLX (3aKOHONOCHYIIHOH yactn
HACENMCHH) M 3TY HEIOHATHOCTL OHM HEPEIKO HCTIONL3YIOT B TIPOTHBO-
npaBHEIX Oensx. { TAKHM Xe YyCIexoM MOXKHQ MCIONB30BATh B IIEIIX
KOHCTIMPALIHH H MONOREXHLIH XaproH, H HHOCTpaHHpE A3KKH. M3BeCTHO,
YTO HABOPHHE B YPHCYTCTBHEM CHyr, 9ro0w OHTh HEIOHATHGIMH IS
MOCICTHEX, PAITOBAPHBANIE MeXKAy cofol Ha HHOCTPAHHREIX A3nIKaX. TodHO
TAKIKE H MONIOAEKHBIE XKaprodsl JyMaeTcs, 4To He Ind Kaxporo Gyner
DOHSATHA $pada ¢ HCIONB3IOBAHHEM CONEATCKHX JKaproHHAMoB: "Jamokx
JieMOedsHyCA, & KOMOR OcTalcq Ha Kycka' ("3aMecTHTens KoMaHOHpa
B3ROMA YEONHICA B 3aIlac, a KOMaHI[Hp OTHeNIeHHS OCTANCHA B KaveCTBS
CBEPXCPOUHHKA."),

Ham xaxyr1csad HeyOeOHTESILHEIME TOBOIB! O TOM, TIT0 apro (erc Goneiras
9aCTh) CO BPEMEHEM CTAHOBHTCH HIBECTHHIM HEKOTOPHIM CIHOAM of1mecTBa:
"muzam ropomos' [9; 21), ysnmkam 'VIIATa [1]. B peus sTHx rpymmn
HaceeHAs nponmcam JHIME CNOBA, CRATAHHLIE ¢ O0MIEYONOBHON JICKCH-~
Kol apro, na # To "HenpodeccrmoxansHoi”. To ecTs, 8 Helt umeloTces ofo3Ha-
yeHUS miofell mo ciyxke(xol, monoBol, HallHOHAMBHOH, BOJpacTHOH H
MICAXONOrAYeCKO XapakTepHCTHKE (HANpHUMED, anénika — maked, Mapa —
KEHIMHHA, BajleT — Xypak), HeliTpalsHele OEUCTBHSA M PEANHH TIOPEMHOTO
6nTa (HATIDHMED, XABaTh — €CTh, NUTATECHA, HYIEpPs HETPOBHY — OyTHUIKA
BOOKH, JOXOZAra — ACTOIMEHHKH YeIOBeK, JeTeTh HOX OTKOC — “IEpATh B
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HCIIPABHTENLHO-TPYIOBOM YYDEXKISHHH BOJNLHLE TIPHBBIYKH, 3I0pPOBLE H
TpeBpallaTLCs B HCTOIDEHHOTO ueloBeka', o003HAYEHHS ITHOM, BHHA,
HapkoTskoR u T.11. Ho rpynnu ropoiackoro HaceneHus, OnHIKME K "Hu3zam"
oBINECTRA, HE MOINHM 13HATH TpOotheCCHOHANLHOC IONAPro. AProTH3MEI-
npodeccHOHATHAMEl TIOWTH He TIepeXOIAT B HpPOCTOpedHe. Y KaXKmoro
paspAna IpecTYIHHKOR HMEIOTCA CBOH, TIPUCYIIHE TONLKO WM, aproTH3MEL
Hampmmep, ¥ BOpoB-KapMaHHHKOB: 3B€300XBAaT — OTILITHLIH BOP-KapMaHHHK,
napHTh rycaka — oDKpampBaTh E §aHE HAMCYCHHYIO JKCPTRY, 33FYCTHTD

HHXKOHA — 3a7e3Th B KapMaH; y OIyNepoB: Karpad — IPHTOH UIYIEPOB, IS

OHU HI'paloT B KapThl, rycap — mynep, Beoymull pasrynsHell obpas XXKH3HY,
neperopolka — XapTa OpH Hrpe B ‘0uKe’, IOPTALUEas XOPOIIYID KapTy; Y

TIpOJABIOE ¥ TICCTABIIMKOB HAapKOTHKOB: Kaffh-6asap — TIpUTOH HAapko-

MaHOB, FyTa-TyCTPHIA — eNyKodHLE Karlid, KOTOphle BEOOATCHA B BEHY

TIOCe WX BHUIAPKH, HIHPEBO — HApKOTHYCCKHE BEIllleCTBA, BROIAINMECH B
OpPraHHIM IIOCPEICTBEOM INNpPHIIA;, Y BOPOB AHTHKEApPHBIX HAgenwid H
TpeIMeTOR PEITHIHOIHOO KyIbTa (Makimel): Hocka — MaToIlcHHASA HKOHa,
KOJIF — HKOHA ¢ W300paxeHnem Hukonast ¥YrogHuka, M3 — KOBYET H T.JL.

Apro He MOTTO PacCekpeTHTLCA, TakK KAk OHO HHKOruma He O6niio
cexpetHrM, Ho ero siemeHTLI, B 38BHCHMOCTH OT OOCTOSTENLCTE, MOT'YT
HpoHHKATE B 0O0IncHaponHell A3pK. HauGonee GNAroTnpHATHLIMH TaKHe
OBCTOATENLCTEA NOSBISIOTCA BO BPEMS COIHANLHLX BIPRIBOB (KPECThAH-
ckux BOHH, GYHTOR, PEBOMIOIIMHE H 1.1}, KO [a aKTHBH3HPYETCA IIpecTyNHLI
3eMEHT, KPHMHHAIIHAHPYETCA NPAROCOIHAHNE ONMpeIeEHHON JacTH ofie-
CTRa.

Psg NEHCBHCTOB YK&9MRAIOT B [ONBIY CSKPETHOCTH apro Ha ¢akr
NOCTOSHHOTD OOHOBNEHHA ero cinoBapa. Bynro 6Ll mexmaccHpOBaHHLIE 3J16-
MEHTEL], ¥3HaB O TOM, 9T0 HX CTI0BO CTATIO H3IBECTHO [IMPOKHM Maccam momeit
HIH XOoTA OLl NMPEJCTABUTENsM IPABODXPAHHTENLHLIX OPraHOB, CTapaloTcs
ero aMeHHTbh HOEKIM aproThsMoM [7; 17). OrHako Haild HaGIIoNeHH CRH-
OSTEIECTBYIOT O IPYroM: YIONOBHHKH He OGHOBIAIOT 4acTo CBOH CIOBaph.
IlpencrapuTend NpaBoOXpaHHTENLHLIX OpraHOB, paloTacliHe B MeCTax
TMHITEHHA cBOSOMILI, HEINOXO BHAIOT HOMBINYI) YacTh oOILEYOJIOBRHOTO apTo,
OMepaTHBHEE DPAGOTHHKH, CHCIHANRIHpYIOIIHecH no Gopsbe ¢ BOpAME-
KAPMAaHHHMKAMHA, NpekpacHo pazbupaiTed B "TEpMHHONCIHH" CHOHX "MOmO-
nevHslx", H TeM He MeHee apro He OOHOBISETCS TOIHOCTLID. OcHOBHOMH
KOCTAK CJIOB IOBOILHO ycToHuHB. BoT dakTsl: 13 3000 TOpeROMOIHOHHEIX
aproTH3IMOB W aproTHYeCKHX ¢pa3eoNorHaMoB, OGHADYXKEHHLIX HaMH,
OKOIOQ IIATHCOT JIEKCEM HMEIOTCH B COBPEMEHHOM apro. IIpHuéEM ecth Takue
CI0BA, KOTOPHIE NMPHIIUIH ¥3 A3bIKA BOIKCKHX pa3boitaukoB X VI-XVIII ae,
u yrenopHHKa B. KauHa (cep. XVIII 8.), cM, IpBEMeEpLI: 34 HaMH Boita — "3a
HamMH [oroHg” (B apro BOIDKCKHX PasCoRHUKOB IT0 peke BOJIHA HMpPOHIIa —
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"HOTOHS. mociada”), Kyrell — Bop-KapMaHHHEK (B cep. XVIEL B. Kymms:
mporansix BeleH — BOPH), CTYYaTh — NOHOCUTH Ha Koro-I. (B cep. XVII v,
CTYKA/IOB MOHacTsIps — Talinag KamnemApHs). JlioGonprtHo, YTO DoXapro
BOpPOB-KAPMAaHHHUKOR IOYTH He H3MeH#TIoch or Hayanma XX B, xo 1993 r.

IpOTHBHUKH KOHCOUPATHBHON (PYHKOHE YTBEPXKIAKIT, IO HCMOMLI0-
BAHME apTOTHAMOB MOKET HACTOPOXKHTH 3AKOHOIIOCHYIIHEX rpaxnay, On-
HaKO0 5TO He CORceM Tak. [loTeHIMantHble KepTBE MOI'yT H He HOHHTE, 9T0
roBOpALIHe NPOHIHOCAT aproTHIMEl (Kak OyaTro moGoli dwenoBex 3HaeT
aprol). Ho memo e Tompko B 3roM. IlpecTynHEKM, macke FHASA, UTO HX
KeprBa MOXKET 3JalTOf0o3PHTh Hemagdace, OGyOYT HCHONB3IOBATE ONATHLE
CIIOBCGUKH: 3TO WX CTHIE XH3HH, IPHBLIYKA. ¥ TIOTpeOIIeHUe MpecTYITHHKAMEA
AProTHAMOB B TPHCYTCTBHH TWOCTOPOHHHEX MOXKET GuITh JHIIHHM JOKAa3a-
TENECTBOM, ITO OHHA YIOJIOBHHKHM, B He Gonee Toro. Ho BOpH H He CKpLIBATTH
atoro. HacGopor, B GOILIOHHCTBE CIydaeE OHH GPaBHPYIOT TPUHAATIEN-
HOCTBIO K IIPECTYITHOMY MHpy. M omn¥: TaTyYHpORKA, OIEXKNA, TIOXOMIKA,
OCaAHKA — BCE MOXKET BBUIATH TpecTyriaEka. ¥ camm ripencraBuTesTd pas-
IHYHEX KPEMHHOIEHHNX I'PYII YIBEPIK AT, YT0 4aCTO IPHEMEHIIOT apro
B KOHCIIHPATHRHEIX LCIIAK,

Hrak, npecTyMHMKH HCIONL3YIOT HeNOHSATHOCTE apro B MEIAX KOHCTIH-
PalEH IpH Pa3NHIHEX 00CTOSTEILCTRAX!

1. Tlpn upHaslBe K COBEPIICHHID MpecTYILUIeHHA. BOT HeCKONLKO Takdx
IIPHMEPOB.

Bop-kapMaHauK B Tommne, He 60ACH TOrC, IO OKPYKAIOIIEe ero moliMyT,
KpWHAT cROocMy Komnere: "Jase rycaka c pBropsxal!” ("Hemali mropyio
THOIHITKY K OrpalieHio HaMeueHHoH Xkeprsut” — M.I')

CM. TakkKe THAIOr CIeJOBATEN C TIOTEPIICBIIIAM:

— O uéM roBopHIH MexXLy coboH 3T monu {rpaburenu — M.I'.)?

— $ choellmanm ToNsKo OOHY (pady, HO He IoHAT ed: "BepH 3a caHCrOK
¢yuena, a 1 pacopary ero” ("BepH ma ropno >Kepray, a 5 CHHMY ¢ Hero
opexny” — M.TI)

2. QOcoferyo pacnpocTpaHeHO HCIIONL30BAHUE APrOTHAMOB B MOMEHT
onacHOCTH. Tax, y HNpecTYIHUKOB HMecTCHd MHOXECTBO CHOB-CHIHANOB,
0003HAYAIOIIIX OTIACHOCTL: BOA4, Baccep, 3eKT, IecTs, ABa ¢ GOKY, ABANIATE
I0EeCTb., ...

3. Tlp nepentacKe Mexxay cofol, cM. IpHMepHI:

"IMuex! Baimna Ha Kykade. Buka-Jlerouxa saceucrena.” ("Buumanwme!
Keapruipa Haxomurcs mop HabmomehueMm Mununuad, Buka-JleTouka mast
nekasadgHg.") [1]

"Mpurmnere Kare tpacra moemyes!” ("Bulllmare TpHCTA I'PaMMOB
KOfeHHa — RapKOTHYecKoro Bemectsal')
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Ornio3HaBaTensLHAN dYHKIMAL

Ona GIH3Ka K KOHCHHPATHBHON, BONBIIMHCTBO HCCHEHOBaTenet oxHo-
9HAYHO YTBE[KIAIOT, 4To oTa $yHKNusa npucyma apro [3; 5; 10; 16).
HauGonee uérko o & sHaucHHH ckazan JI.C. JluxauZe. "BopoBckas peds, —
YTREpKIaeT OH, — NOIDKHA H3I0OMHYATL B BOpE ‘CROErO’, MOKAIRIBATEH ero
TONHYI0 NPHHANNEXKHOCTS BOPOBCKOMY MHPY HapAly ¢ HDYIHMH HpPHIHA-
KAMMA, KOTOPLIMHE BOp ECAYECKH CTPEMUTCA BHAETHTRCA B OKPYXAIOINEH ero
cpene... He OHST KaKoro-THG0 BOPOBCKOT'O BRIPANKEHHS HITH YIOTPeOHTD
ero HEIPaRHILHO — Ho3opae” [10].

B cepenune XIX B. IpecTYIIHHKY, €CNH He 3HAIH 9e0BEKA, €CIIH COMHE-
BAJIHCE B €70 TIPHHANNEXHOCTH K YI'ONOBHHKAM, CIIpAInHBAnM; "XogHIos mo
Myasike?" ("CoBepruaenis npecrynnenada?” — M.I) [3; 6];  20-x romgax XX
B.: "Cro#i? Cryaurar o 6pary” ("Tlpectynsuk? Topopums Ha apro?” — M.I')
[16]. B HacToAIlee BpeMs YroIOBHHKH MOIYT 3amaTh BOmpoc: “Tlo ¢pene
Goracus? KynHKaells mo-cBoRckH?" (BapHaHT: no-moGapckH). Depolt
npomasesienys I'. MenpiHckoro "UecTs", npodeccnoHanbbil mpecTynHuK,
CTIpAIABAET CIY9afHO OCTYITHRINEroCs MpaBoHapyHIMTenms Awnrona Illene-
croa; 'Ilo erme Ooracime?”. H, BHOA, 4TO TOT HEe NOHHMAET 3TOIC
aproTHHECKOTC BLIPaKEHH, IefaeT BHRON, TTo Illemector He "cpoi”, [13].

IlyréM pacCIpoCOB HA apro BRIACHAETCA M TIDHHANIIEXKHOCTh K
TpecTYIHOMY MHpy: OmaTHON s3pIK Kak O OXpaHseT NeKTacCHPOBAHHLIX
3MeMEHTOE OT 3aMaCKHPOBAaHHLIX IO TPECTYIHHKOR TPeACTABHTelel
TIPAROOXPAHHTEILHEIX OPTaHOB, OT CAMO3BAHIER {TO eCTL OT MHHMBIX ABTO-
PHETETHEIX BOPOB, CTPEMSINAXCH 3aHATh NIPHBHIETHPOBAHHOS HOTOXKEHHE B
yrONGBHOMH cpenie).

B HCIpaBHTENLHO-TPYIOOBLIX  YYPeXIEHHAX  HOBHYUOK  MPOXONHT
TIODATENLHYIO IIpoBepKy. HarmpHmep, B BOCHIMTATENLHO-TPYIOBOH KOJNOHHH
IENS HEeCOBEPINEHHONETHHX HOBHYKY MOXKET OWTh 3aNaH CHeAylomui
Bompoc: "CkaxKH, TH nABeHp WIH Yywok!" ("IlaccHBHEINA I'OMOCEKCYaTTHUCT
MITH BCeMH YHIDKEHHDIN, 2a0H Tl yenosek?" — M.T.).

K 3axoHOTIOCHYIIHEM JNHIAM, EBIaJCiOINHM apro, OTHOMEHHE ¥
TIpECTYITHHKOB MOXET GLITE Pa3mHyHEIM. Y OIHHX 2TC MOXET BLI3RATL
HENpHAIHL H IONOSpeHHe, Y NPYTHK — HACMEINKY, ¥ TPETLUX — YBAKEHHE,
ABTOpY 3THX CTPOK TIPHXONHIOCH CTANKHBATLCHA H C 'TEM, H C HPYTHM, H C
TPETBUM.
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HoMueatnEHAR DyHREOAR

B HaygHEIX HCCIMENOBAHMAX 00 apro 0 HOMHHATHBHON ¢yHKOHM IOYTH
HUVEro He CKA%aHo, a MeXX]ly TeM 3TO OTHA H3 OCHOBHEBIX eI'0 yHKIHH,

Croprofi  gBNIfeTcs TOUKAa 3PEHHA 1TeX JHHTBHCTOR, KOTOpHE
YTBEPKJAIOT, YTO ApTOTHIMEL IRINL JYGIHpPYIOT OGINSHApONRYI0 PYCCKyIO
MEKCHKY. BONBIIMHCTBC APTOTHIMOB HMEET APKYK (OTPHIATENLHYI) HTH
DONOKUTENEHYI0 — 93To  yXe JApyrol  Bompoc)  aMOIHOHATRHO-
DKCIPECCHBHYIO OKpacKy. "TOYHEIX 3KBHBATIEHTOB, — CIPABENIHEO
yTBepxnan B.A. JlapuH, — TYT HeT XoTA Obi IIOTOMY, 4I0 &PrOTHYCCKHE
CIOBEYUKH ¥ KOHCTPYKIHH HacTo HMEIOT TakoH 3MOITHOHANLHEIN U BoXeBOH
3apsA, KAKOro IUTEPATYPHEIE A3BIKH He MMEXT HH NI KOTO, a YK Gomee
BCET'O A8 roBOpsIMx Ha apro” [8].

AproTEsMH HMEIOT ONpEfeNEHHEE CeMAHTHYECKHE NOBECKH, IOTIOMY
Hellh3s OOCTABHTE 3HAK DABEHCTBA MeXJy 3KCIPECCHBHO 33pAXKeHHLIM
aproTH3MoM H HelTpansHelM THTepaTypHLIM CTIOROM.

Ho vHe sTo Apmsercsi pelllaioiiuM (akTOPOM B ONpPSOSNCHHN HOMHHA-
THBHOH fyHKIIHY GIATHOrO A361Ka. B apro ecTh Taxue ciloBa, IS KOTOPLIX B
0CINEeHAPOSHOM M3LIKEG HET MAXKe HEOOMHBIX CHHOHHMORE, QHR 0603HAYAIOT,
TpesKIe BCero, paspANLl MPeCcTYIIHHKOB {Oyrafuruk — "sop, xpanylmai opH
TOCPENCTBE KOIMENbKA MWIH GyMarkHUKA, TOIDPAcHIBAEMOr0 Ha YIHIE",
AHIAK — "ocyXHEHHRE, coBepHBINHE Mofer H3 CICLIIOCENEHHA HWIH
CCRINKA", MOJeNsHAK — "COY9ACTHHK IIPeCTYINEHUA", manyyx — "I'anaph
npectTyrHON Tpynmsl, 3aHEMaomelicd cONTCM HAPKOTHKOB", BEYHHK —
"APeCTAHT, AMEIOIMI MOXKAIHEHHOE 3AKHIOYEHHE"), TCXHAYECKHEe TIPHEMEL
COBEPIIeHHS TpecTYNeHAH (FoM0To — "oNpecnERHas CHCTeMa IelicTREM 1
MpHEMOB TIPH COBEPIIEHHH BOPOBCTBA", CKONBZOK — "IMyNepcKuil TpuEM,
FAKITIOYAIOIIKMHCH B HAMEHHH GHAUeHHS Kaprsl TyTEM HoGaBleHHd K Hell
NOTOMHHTENRHOID  3HaKa", 0paTs Ha MadHHy — "rpalurh 3KepTRY,
YCHMMEHHYI0 HApKOTHKOM", afxazsTeH — "ynap mo ronose (nelicrBue
TpabHTeNa)", OpYFHS IPECTYIIHHKOB M ODYIHA OPSCTYINeHHE (rycuas
Aanka — "BOpOBCKOE NPHCIocobeHHe B BHS KOHCEPBHOO HOXKa GONBITOro
pagMepa Ui BCKpHTHs celidon, MeTanmauecKux imkadon", TpalHOKXKE —
"HHCTPYMEHT ISl B3JIOMA HecropacMEIX Kacc”, TeMHOTZ — "HApKOTHKH,
TIpEMEHAIOIIACCS IPH YCRIILICHHEH XKePTBE") H Op.

Bcero e B cOBpeMEHHOM apro uMeeTcs okono 31% cmop, s KOTOpPHIX
HeT 3KBHHANCHTOB B 00IIEHAPOIHOM PYCCKOM A3bIKe. 3TH aprOTHAIMBI KaK
Oul 3BATIONHAKT TOT HOMUHATHBHBIM EBaKyyM, KOTOpHH uMeercs B
O0IIEHAPOTHOM A3HKE (CKalaHHOS OTHIONE HE OSHAYACT, UTO Mbl JOMKHEI
OeapaccyIHC HCIIONL3CEaTE B CROeH peuH aproTHsmel). Ilestomy HaMm
KAJKeTCH He CIy4aliHbM Tepexo]l 3HAYHTENLHOI0 KOMHYeCTBa GIaTHHX GO
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B O0INEHAPOHLI SA9KIK, JaXke B BRCIIYIO eI'0 QopMy — IUTepaTypHLIH A35IK
{cM, cnoBa Omar, OecnpedcH, HBYPYIUHRK, OYKOBTHPATENRCTBO U T.O.).
BeposATHO, HPHYHHEL 3aHMCTBOBAHHI Te XKe, 4TO H IPH 3aHMCTBOBAHUH
AHOABLIIHEIX JICKCEM.

3HaycHH¢ HOMHHATHBHON (PYHKOHH B apro YCHIHRANTOCE BMECTE ¢
POCTOM HpPECTYITHOCTH H COBEPIIEHCTBOBAHHEM IIpECTYILIeHUN. ¥ TipecTym-
HAkoR XVI — cep. XIX BR., KOrja GPOHCKXONHNO, B OCHOBHOM, OTKpPLITOS
sapnafeHHe HMymectBoM (rpaGéx, pasGoif), aproTH3ML, He HMEIOIUe
CHHOHHMOE B O0IIEHAPOIHOM S3BIKE, COCTABNANH NHIIL 16% oT ofliero
XONHYecTRA, Torjga kak B konne XIX — Hau, XX BB. (BpeMs pacLBeTa
OPTaHUIORAHHOH IIPECTYNHOCTH H HIOIPEHHBIX NpEeCTYNIeHHH) HX yxke
HRCUHTRIBAROCH 0KOMO 23%, ¥ B HacTosee BpeMsa — 31%.

Muposoasperdecras hyHKIMA

Bepoarno, 3TO ofHa H3 caMsIx cTapeiX ¢yHxiui, BOCXONAINZS el K
cpefHEBEKOREID, KOTTA BMEIHCE IieXa paalHuHelx mpodeccHil U y KaxkIoro
nexa Orina cROA nekcHka. CpoM "mexa" ofpa’oBaii H OeKIACCHPORAHHEIE
aleMeHTH: OLIIH XOPOIIQ OPraHH3CRaHHLIC Maliku JecHHx pa3CofiHHKOR
{izriTeH), BOPOB-KADMAHHUKOE (MAa3YDHKOB, MOLICHHHKOB), KOHOKDAIOB
(kampoB), HHIUX (JKoxoB). Bee 3TH KPHMHHOTEHHLIE IPYIIILL MOPOHITHCE
CROeH NPHHANNCHHOCTLIO K MPECTYITHOMY MHDY M HH B KOeM clydae He
XOTENH CMEINHUBATh ceff ¢ IAKOHONOCHYINHHIMH TIOALMH. 3TO OTYETIHEO
TIPOABIAETCA KAK B JOPEBOIOIHOHHOM, TAK H B COBPEMEHHOM apro.

Bopoeckass ¢unocodrA crioBa NEIHT BCEX NIONSH Ha CYIEPMEHOB H
HETIONHOLEHHEX, CyIepMeHOM ABISeTCS NpodecCHOHATLELIH TpecTYITHUK,
4 HemewenoBeXoM — mof0oH, KT0 K HAM He OTHOCHTCS. JTO OTIETIHRO
TIPOSBIACTCA B HA3BAHHAX ICKJN4CCHPOBAHHLIX SJEMEHTOB, CM. CIIORa:
YeH0BcK — TpodecCHOHAMLHRY TIPECTYIIHHK, FECTHAK — BOP B 3aKOHE,
YecTHO cOGMIONAICINHE yTrONORHLIE TPATHIIHH.

B apro malmiogacTes CORCPIKHHO HHOB, HeM Yy 3aKOHOMOCTYIIHBIX
nmiomeli, OTHOLIEHYE K KeHIHHE, feTsM, Bory, Tpymy, KyanType, o6paso-
BAHMIO, H JPYIHM YeHOBEHeCKHM [eHHOCTAM. B JeKcHke NpecTyIHHKOB
OTYETITHBO ITPOABJIAETCA KX HHCHIH3M, GesBepHe, OTpHIAHMe HOOOpLIX
YyBCTB, TIPE3PHIENLHO-HACMEILIHECE OTHOIIEHHE K OKPY2KAIOLIEMY MHUPY.

3nas HacMelllKa H MpeHeGpeKeHHe IBYIHT B apro K >xeHInuHe. Ha 280 ux
obosHageHnii — 240 HasRaHHi TPOCTHTYTOK H XEHLIHH JETKOT0 IIOBeIEHHA
(GHkca, napBa, KypBsa, kKomka, Oemka ...). B apro OTCYICTBYOT CJIORA,
ofosHavaomrHe mebobs. BmecTo "BRoOUICA” UpEeCTYIHHK I'OBOPHT
BINCHHAYHACSH, BTIOPHICA, YA

HleTH B apro HA3LIBAIOTCA CKODITHOHEMH, CITHHOI PHI38MH, BHYANKAMH, ..



306 M.A. I'pagen

ViveHH0 apro, KaK 2epKano, OTpaXkdeT, HelPHKPHITHH HAIMOHATHIM
TIPECTYIHEKA, 60 HPe3peHUe K NPYTHM PAcaM, HAIHAM B HAPOTHOCTAM, CM.
APTOTHSME: KOMUEHLS — Her'p, KIIOBACTEH — eBpelt, BepOiloy — pocusIi
3aKM0YEHHRH-a3maT. H Takux cnos — okomo 200. i

YronopHe IPECTYIHHKYE BefyT Oopwuly TporHB Beex. B ofmectse
YKOPEHHIOCH JIOKHOE MHCHUG O TOM, 9TC YIOIOBHHKH TIOMICP>KHBAITH H
Jaxe 3alMUIMANH MOTHTAYECKHX 3aKmouEHHEX, ONHAKO aHAIIH3 aproTH3-
MoB otipoBepraer 310: B8 XIX B. MONHT3AKMICUSHHEIX HABHEBANH JKCHC30-
KAIoaMH, xelesrsbad  Hocami, B 20-40-x rr. XX B. — KOHTpoH, KOHTpH-
Kamu, NonuTHKamMH, Qamraeramy, 8 70-80-x rr. — TeprmumamH, 3aK0H-
TPeHHLMHE (PpalicpaMmn.

IMpodreccromansHEIM TpecTyITEMKaM HOeHHO GIHIKE IaBapH HATIHCT-
ckolt Tepmanuu. He ciyualiio B apro HMEIOTCA CIIOBa, KOTODEIE OTPasKaKT
opo0pHETENpHOS QTHOMEHAE K 3THM CYNEPYIONOBHHKAM: KpyTod AJMHK —
Anoned I'mrnep, kpyrolf I'eHa — T'enpux I'ummmep. Tlomynsapeolt cpenu
monel "nHa" ABnAcTcA TaTympoBKa: "Tomapmim Apmonsd I'mrmep — BOXKKE
napTHa caHuTapoB” [1].

Tloutu Bee 0603HAYCHAA UPCOCTABATENICH ITPABOOXPAHATENLHKIX OPraHOB
(CoHaNpHBIX EBParoB YrOJOBHHKOB) HMEKOT TiCHOPATHBHYK) OKPACKY:
MHDPOINKA — MAPOBOH Cylbsl, JreraBhlif — CHINIMK, MUTUITHOHED, MHTFTOH —
MUIHAIEOHED, KHBANA — HAPOGHLIH 3acelaTeNk H IP.

DexnaccHpoRaHHEIE 3MeMEHTH yOOmoOIAIOT €BOK AeATeNEHOCTs pabore
yecTHbIX mofeft. CaM TpoliecCe TPECTYIUICHHS — 3T0 JMA YIOJOBHHKOB
BIONHE HOpMAalbHAA TeII0BEYECcKas HeATeNbHOCTh, CM. CIIOBA; JEH0, patoTa —
OpeCTYINEHNE, paborars — coBepllarh TPecTyNieHHdA, [flaXke HazsraHus
BOPOBCKHX CTCHHANHIANMA Kak OB [OBOPAT B IONK3y TOrO, UTO IpecTyr-
HUKH 3aHHMaloTcs o0suHoll TpymoBol HeATeNBHOCTEKY, CKOPHAK — BOP,
Kpagyineil MexoBse uagemnds, gororpad — rpabutems, SoHmaps —
conepaKatens IPpUTOHA, OXOTHAK — HHIMWH BRICIHEH KRamApHKALRH, Mpasep
— (paBIMHBOMOHETYHK, KOBAJIA — CIIEKYILSHT.

B apro HeT HH OHOrO cII0BR, KoTopoe Osl opobpano Tpyi. Tex, KTo Xopo-
1o pafoTaeT, HASLIBAOT paloTAraMH, GEIKaMA-pOrOMETAMH, TypPeiHlamH.

To Xe npeHeGpesKeHHe TyBCTBYETCA B APIOTHIMAX, KACAIOINMXCSA peld-
CHO3HKIX NPHATHE. Bepa B Bora y IekIraccHpOBAHHKX 30eMEHTOR $abii-
Bas, nokasHas. M1 aproTuamel TOOTBEpXKAAIOT 3TC HATMANHEM 00pazoM:
manka, Koad — MKoHa ¢ machpaskeHneM Hukonas Yromuuka, MaMmka, HeBxa,
HCBY0HKA — HKOHA ¢ H300pasKeHHeM BoropomHusl, mogearTscs ¢ BoroM —
06OKpacTh KyJILTOBOS 3aHHE.

B apro Mano coB, 0003HAYAIOITHX OpHpony. M — xapakTepHas JeTams —
TIOYTH BCE OHHE CBAIAHH ¢ HOULIO — TEMHAK — HO9b, 3BE3IYHIHK — 3BERHOES
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Helo, fanna — nyHa, Jsicsif — Mecan, Kak BUAHM, naxe B 3Told Ipylme clos
npospafeTcs mpodeccHOHANEHAS HANPARKCHHOCTE YTOIOBHLIX 3IEMCHTOB,

AHANH3 AProTH3MOB MOKA3BIBACT, YTC JEKNACCHPOBAHHLIE SIIEMCHTHI
NOYTH H¢ HHTEPECYIOTCH JNHTepaTypolt, HCKYCCTBOM, HaykoH, Tpoceeine-
HHeM. Jla H Te HeMHOTOYHCHEHHBIS CIIOBa, OTHOCAIIHECT K 3THM IOHATHAM,
[I0-CBOEMY HCKAaXKeHR H HHTEPHOPCTHPOBAHLI, €M, GPrOTH3MLE OHATHON
Ierac — Cepre#t Ecennasl, Moaronys, Bonoiesf — NeXTop, ITHIHKaH — CKpHTIaY,
KHHra— OYyTLUIKA BONKH, YATATE ~ BRITTHBATE.

B apro umeeTcd oKOTO THICAYH 300~ H PHTOMOPGHIMOB: NpHUEM ITOYTH
BCE OHH HMEIOT NeHOpPATHBHYIO OKpacKy. DTo He cllyuaf{Ho: Bels TIpecTyl-
HHK CTapacTCs OCKOPOHTL 3aKOHOMOCHYITHOTO YENOBEKa, BLIPAAHTL K HEMY
mpespense. OcofeHHO ApKas OTPHNATEIbHAS BKCIIPEcCHs BHIHA B CIOBaxX,
HMEIOIIHX OTHOWMEHNE K cofaxaM wiu rmepnateM, Ilourw Bee onu ofioaHa-
yaloT mibo TpencTarHTeNcH IMpaBoOXpaHHTENLHBIX OPraHOB, JIHOO TIpena-
Tenelt, TRO0 YHIKEHHRIX JIoJeH, Aerassiif — ChIINAK, MUIHIHOHEP, fop3oi —
CHIIMHK, IpelaTelb, CYK& — 9elOBEK, M3MEHMBIIHH IIPECTYIIHOMY MHDY,
OpecTYHHHK, OTKA3BBAIOUIHicS COOMIORATL MIPABHIA H TPALHIIHH BODOE B
9aKO0He, HaceHka, KIyIKa — NOICAKECHHNE B KaMepy OCBeIOMHTENb, HeTyX,
IHBEHL, KOYET — YIpEHATENh, YHHMKEHHLIHA, BCeMH NpPe3HpaeMEIH 4YelloBex.
HMMeHHO 3Ta rpynia clOB HaHGONec OTHETIHBO TIOKAILIRACT MHpP B TIepe-
BEPHYTOM BHIIE.

Kax BuppM, apro OTpaXkaeT MHIAHTPONIHYECKYID $umocoduo npectyn-
HOI'O MHpa, B KOTOPOH HMEIoTCH# CBOH KPHTEDHH, CROS OleHKA peanmit
OKpyXaminell meficTBHTEN HOCTH, JTa "OmaTHas" ¢HNIOCODHS MPOTHBO-
TTOCTARICHR MHPOBO33PCHHIO 3aKOHOHOCIYIHLIX TIOTCH,

IlogsenéM uror. AHaNnH3 apro ¥ HaGllloneHWS 293 MCITONL30BAHHUEM &0
YTONOBHEIMA 3IeMEHTaMH HArMAOHEM 00pasoM MOKA3LIRAIOT, 9TO AN Hel'o
XapaKTepHN YeTHPE OCHOBHEIC (PYHKIMH: KOHCIIMPATHBHAS, OIIO3HABATEIE-
Has, HOMHHATKEBHAA H MHpPOBO33peHYecKas, TpyIHO CKA2AThL, KAKad H3 HUX
rIaBHasd InA OCKTAacCHPOBAHHLIX 3leMeHToB. HyMaeTca, uro Gopnba 1mma c
HEPEMEHEHLIM YCIIEXOM: HA OFHHX OTATAX Pa’sBHTHs NpPECTYIIHOIO MHpa
npeofyanana 0xHA YHKIEA apro, Ha Opyrux -— gpyrasi... Hanpumep, Ha
PaHHeM 3Tarle CTAHOBNCHHS PYcCcKOH mpecTynHOCTH apro  Gojbine
HCMONBI0RANOCE B KOHCITHPATHEHLIX Y OTIOJHARATENBHLIX 1ensax, B XVIII-
XIX Bs., ROria CXNAaIbIBAIHChE OCHOBHBIE CTPYKTYPHl HEKJIACCHpPOBaHHBIX
3JIEMEHTOB, IIpeobiIaiajia HOMHHATHEHAS PyHKIHSA, B XX B., Korna copME-
POBAIMCE  OCHOBHEIE pa3psamnl NpPecTYTHHKOB, — MHpPOBO33peHYecKad
dyuxoua. Ho, HecoMHeHRO, Bee 3TH QYHKIMHE HAXOTHIHCL H HaXOMATCH B
TECHOM eJHHCTRE.
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ZUR FUNKTION VON SATZEN OHNE GRAMMATISCHES SUBJEKT
IM POLNISCHEN UND RUSSISCHEN*

Ausziige aus einer vergleichenden Cotpusanalyse zu einer ausgewiihlten
Textsorte

0. Einleitung

Der folgende Beitrag befaBt sich mit dem funktionalen Stellenwert von Sktzen
ohne grammatisches Subjekt im Russischen und Polnischen. Die Untersuchung
ist komparativ und beraht auf einem Teil von Ergebnissen aus Auszéhlungen zu
je einem russischen und polnischen Texteorpus. Die Corpora stellen Stichproben
von Leserbriefen dar, welche in den Jahren 1991-93 in der Zeitschrift "QOgonek”
bzw. "Wprost" und "Spotkania” abgedruckt worden sind.! Analysiert wurden
insgesamt 1970 Pridikationen (Satzkerne) im russischen und 2182 im polnischen
Corpus.2

Das Attribut "funktional" wird hier nicht im Sinne der "dyHRIUORANEHO-CE-
marETHueckMe Tiona” (FSP) verstanden3, sondern im Sinne einer an Texten auf-
weisbaren Distribution morphosyntaktischer Oberflichenerscheinungen. Dadurch
soll eruiert werden, welche textstrukturierenden Funktionen bestimmten Satztypen
mit Nullsubjekten in den genannten Sprachen zukommen. Bevor wir zur Darle-
gung der Auszihlungsergebnisse kommen, miissen zwei wichtige theoretische
Vorentscheidungen erléiutert werden,

1. Zum Status des grammatischen Subjekts und von Nullsubjekten

Erstens ist zu sagen, daB zom Thema "Subjekt” unendlich viel geschrieben
worden ist, und es kann nicht das Anliegen dieses Beitrags sein, ad hoc groiere
definitorische Klarheit hinsichtlich dieses reichlich "verfranzten" Kapitels in der
Grammatikschreibung zu schaffen.4 Eine Ubersicht der Literatur zu diesem The-
ma vermittelt nicht selten den Eindruck, dafl semantisch-pragmatische mit rein
grammatischen (morphosyntaktischen) Gesichtspunkten vermengt werden.s Ge-
trennt und im Rahmen einer auf mehreren Ebenen vellzogenen, sprachiibergrei-
fenden Merkmalsanalyse dargestellt wurden diese Aspekie jedoch bereits in Kee-
nan (1976). Unter den drei dort hervorgehobenen Bereichen ("Coding Proper-

"o LU L

ties", "Behavior and Control Properties”, "Semantic Properties” {ebd., 324)) ist
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hier nur der erste von direkter Bedeutung. Deshalb wird unter "Subjekt" im weite-
ren nur dasjenige morphosyntaktisch bestimmbare Satzglied verstanden, welches
sich durch sein besonderes Kongruenzverhatten mit dem Priidikat des Satzes aus-
zeichnet.® Unter Kongruenz ist nach Weiss (1984, 145f.) "die Markierung be-
stimmter grammatischer Kategorien, ndmlich Numerus, Genus und/oder Kasus an
beiden Gliedern einer syntaktischen Relation" zu verstehen.” Das Subjekt ist also
formal auch durch seinen Kasus, ndmlich den Nominativ gekennzeichnet.8 Was
dagegen gemeinhin als "logisches Subjekt" bezeichnet wird, zerghiedert sich - je-
denfalls in den indoeuropiischen Sprachen — in die semantisch-pragmatischen
Rollen des Agens', Experiencer und Benefizienten und gehrt mithin einer ganz
anderen Ebene an.

Unter die Xlasse der subjektlosen Sitze fallen somit alle diejenigen, fiir die ge-
miB Korytkowska (1990, 19) gilt:

[Struktura}, kidra nie zawiera pedmiotowej, a wiec kongruentnej z
verbum finitum (z forma okredlenia predykatywnego) frazy nominal-
nej, a brak tej frazy w strukiurze zdaniowej nie moze byé uznany za
elipsg kontekstowa lub sytuacyjng.

~ Die zweite theoretische Vorbemerkung betrifft den Charakter der Nullsubjekie
(@s). Zwischen ihnen und den Subjektellipsen bestehen grundlegende Unterschie-
de, welche sich wie folgt zusammenfassen lassen?: Ellipsen stellen lediglich einen
Sonderfalt des Verweises dar, bei welchem der jeweiligen syntaktischen Leerstel-
le ein konkreter Referent im Text (anaphorisch, seltener und fast nur inwaphra-
stisch auch kataphorisch — 3. Person) oder der unmittelbaren Sprechsituation
" (deiktisch — 1. und 2, Person) zukommt.19 Nullsubjekte hingegen besitzen einen
ganz anderen referentiellen Status. Primir verweisen sie auf keinen konkreten Re-
Sferenten und sind Bestandteil eines in das Sprachsystem integrierten Paradigmas,
in welchem sie durch kein anderes Glied wirklich synonym ersetzt werden kén-
nen.!l In prignantester Form sind diese Eigenschaften von Nullen (aller Axt) in
Bulygina!gmelev (1990, 110) zusammengefalt worden:

C NMORIHEHEIM HYJIeM MBI HMEeM JIeJIO, 8CJIH B CHCTEME S3bIKA
HET IIOJIHOCTLIO -CHHOHAMKYECKOTO HEHYJNeROro ¢rocoba BeIpa-
XKeHHd, B 5roM ciyvae HYNeBOH DISMeHT HeoOXOMHMO BRIID-
YNThH B HHBREHTADh S3LIKOBEIX &THHHIL COOTBETCTRYIOIIEro Kac-
ca, ¢ KOTOPRIME OH CBH33H NIApAgUTMATHUYCCKAMU OTHOMISHMN -
My, 3HaYeHUs U pedepPeHIHANLHEIE CBOMCTRA TAKQrO DIeMenTa
He MOIYT OBITh OIKCAHSI Yepe3 3HAYSHHE NPYrHX eQHHHIL, TOTO
e KIaCca | TPeGYIOT HEAaBHCHMOrO H3YYEHNS,

Mit dieser Abgrenzung von Nullsubjekten gegeniiber Subjektellipsenl2 soll
nicht behauptet werden, es triten im Textzusammenhang nie referentiell ambige
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Fiille auf. Nullsubjekte kénnen niimlich unter bestimmten — hier nicht niher zu
spezifizierenden — Bedingungen auch auf konkrete Referenten hinweisen.13 Sol-
che wirklich ambigen F#llen finden sich in der Praxis jedoch relativ selten, 14 ynd
immer behalten Nullsubjekte dabei semantisch-pragmatische Merkmale fiir sich,
welche Subjektellipsen nie anfweisen.

Im folgenden sollen die Nullsubjekte besprochen werden, welche im Russi-
schen und Polnischen sowohl zueinander in einer gewissen Austauschkorrelation
stehen, als auch mit Passivkonstruktionen in Wechselwirkung treten, da sie mit
diesen das Merkmal der "Agensausblendung” gemein haben.!3 Fiir beide Spra-
chen sind dies: gap) (Eeonpenenenso-nunas Gopma), gas, (06061UEHHO-THY-
Has ¢bopma) und ¢asg » (Besnnunrie raaronsHsie ¢opMel).l6 Im Polnischen
kommen noch zwei g-Konstruktionen hinzu, die das Russische nicht kennt; ver-
ba finita (Vg,) in der 3. Pers.Sg. und im Priiteritum in neutrischer Form mit dem
Reflexivpronomen "sig" (gsie), welches nicht zur lexikalischen Beschreibung des
Verbs gehort (s.u. (2), (7)), und die sog. "bezosobniki" auf -no/-to.17 Der denota-
tive Status der beiden letzten gs-Typen im Polnischen ist nicht unumstritten.18
Worauf es hier aber ankommt, ist eine kohirente Darstellung des fiir diesen Zu-
sammenhang relevanten Materials aus den Corpora.l? Biniges, was in der Aus-
ziihlung beriicksichtigt worden ist, muf§ noch {iber die Rolle des Subjekts und des
Pridikats gesagt werden.

2. Grammatisches Subjekt und Agentivitiit

Trotz der hier vorgenommenen formalgrammatischen Eingrenzung des Sub-
Jjektbegriffs ist bei einer funktional ausgerichteten und noch dazu sprachverglei-
chend angelegten Studie nicht der Umstand zn ignorieren, dal zwischen morpho-
syntaktischen Oberflichenerscheinungen (Subjekt — Kongruenz mit Priidikat)
und semantisch-pragmatischen Rollen (Subjekt — Agens, [+BELEBT/HU-
MAN]) eine Art Affinitdt besteht. Anders gesagt: crosslinguistisch gesehen weist
das Subjekt niher eingrenzbare semantische und pragmatische Bigenschaften auf,
welche sich graduieren lassen und sich in der Morphesyntax des einfachen bzw,
Gliedsatzes bemerkbar machen?20,

Den Versuch einer Stufung von "Subjekthaftigkeit” nach morphosyntaktischen
Kriterien hat Weiss (1984, 160ff., 170) unternommen. Es wird dabei deutlich, da}
— Subjektellipsen beiseite gelassen — man iiber das Kongruenzverhalten zwischen
expliziten Subjekten (= 1. Grad), syntaktischen Nullsubjekten (= 2. Grad) und le-
xikalischen Nullsubjekien (= 3. Grad) unterscheiden kann, wobei die "Subjekt-
haftigkeit” vom 1. zum 3. Grad immer mehr abnimmt. Parallel zu einer Reduzie-
rung von Kongruenzmerkmalen 136t sich aber auch eine Abnahme oder gar ein
Verschwinden (s.u.) von Merkmalen, die auf einen agentiven Referenten deuten,
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konstatieren. Deshalb sollte statt von "Subjekthaftigkeit” besser von "Agentivitiit"
die Rede sein. "Subjekte 2. Grades" treten in Pridikationen auf, deren Kern ein
Vi ist. Diesem Verb ist zwar jeweils in seiner lexikalischen Beschreibung ein
Aktant mit dem Merkmal [+BELEBT/HUMAN)] zuzuordnen, dieses wird jedoch
morphosyntaktisch nicht expliziert. Es handelt sich hierbei um die Nullsubjekt-
Typen, welche oben bereits anfgeziihlt worden sind. Die Diathese dieser Nullsub-
jekte ist als udmarkiert anzusehen, doch werden sie zu Recht funktional als "Pas-
siversiitze" angesehen.2! Das "verdeckte Agens" kommt in den gs-Konstruktio-
nen indirekt zum Vorschein, wie man etwa durch eine Reflexiv- bzw. Reziprok-
probe erkennen kann:

(1) a. Wrécono do swoich do- b. Codziennie przekazywano sobie no-
mow. winy.

{2) a.W barze spotykalo si¢ b. Przy ognisku opowiadalo si¢ o so-
swoich przyjaciol, bie,

(3) a. W parlamencie rozpra- b. Podczas imprezy deptali sobie (na-
wiali o swoich klopotach, wzajem) na stopach.

(4) a. Ha sacegaHHH TroRO- b. Ha npreMe pacrenoBanuch dpya
PHIHA O CEOUX YCIIEXAXK, ¢ dpyzom.

(5) a. Swojego przeznaczenia b. Siebie nie oszukasz.
nig ominiesz,

Auch durch den Anschlufl einer Wendung mit Adverbialpartizip kann ein
"Subjekt 2. Grades” nachgewiesen werden; vgl.:

(6) Opowiadano o wystgpie artysty, nie szczedzge mu pochwat.

(7) Spacerowalo sig po lesie, réwnoczednie oglgdajac okolice.

(8) a. Brali chlopcdw do wojska, nie liczge sig z ich wiekiem.
b. B 3ame 0ORABHITH peIIBHHE KOMUCCHE, He CULMA[CH C COMPO-
THBIEHHEM AYTATOPHAH.

(9) a, Na siostre sig nie rozgniewasz, widzgc jej lzy.
b. C MaMOM Hé TOCTIOPHILE, 3HaR O €8 YA3EAMOCTH,

"Subjekte 3. Grades" zeichnen sich nicht mehr durch diese Eigenschaften aus.
Sie sind anzusetzen in Sitzen mit Infinitiven in Subjektstellung ("Plywad jest
przyjemnie."), in unpersénlichen (z.B. "Cmepkanocs.”) bzw. unpersbnlich ver-
wendeten Verben (z.B. "Ero ypapsno ToxoM. )22 sowie in Pridikativen, Femer
besteht ¢in Unterschied zwischen "Subjekten 2. und 3. Grades" darin, daBl Pridi-
kationen mit ersteren zwar keine Kongruenz hingichtlich der Person und des Ka-
sus mehr aufweisen, in ihrem Kongruenzverhalten hinsichtlich Numerus und Ge-
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nus aber weiterhin einen impliziten Verweis auf den (die) jeweils gemeinten Refe-
renten offenlegen; vgl. zum Genus:

(10} a. Chee byé miody (-a) / *mlodym (*-g). (1. Grad)
b. Jak to dobrze byé *miody (*-a) / miodym (-a). (2. Grad)
c. To prawdziwa rozkosz, gdy sig jest *mlody (*-a) / miodym (-a).
(2. Grad)
(11) Noi co, bylo si¢ *grzeczna / grzeczna? (2. Grad)®

Zur Numeruskongruenz vgl.:

(13) ¥ mac (...) IMeeTCH SIWHCTBEHAAS BOIMOXHOCTE He XONHTH TO-
IOOHBIMH H GOCBIMH — BTO IIOKYIAThH NPOIYKTLI M TOBADEL HA
phIHKaX. (#R6)24 (2. Grad)

Pridikate mit "Subjekten 3. Grades" sind zur Numerus- und Genuskongruenz
nicht mehr in der Lage.

Wenn Weiss iiber "Subjekte 3. Grads" sagt, sie seien "in jedem Sinne subjekt-
los" (1984, 160) und eine Grenze zieht zwischen dem 2. und 3. Grad, so trifft er
de facto dieselbe Unterscheidung wie Woliriska (1978), welche von "konstrukcje
bezmianownikowe (KB) nacechowane leksykalnie" vs. "KB nacechowane for-
malnie” spricht. Zor Gruppe der formal markierten gehtren nur Pradikationen mit
Viin (s.Beispiele); zu den lexikalisch markierten rechnen dagegen in der Mehrzahl
nominale Pridikate.25 Akzeptiert man diesen generellen "Schnitt” durch die ¢,-
Klassen und geht man femer davon aus, daB die primére Funktion der morpho-
syntaktisch markierten unter ihnen darin besteht, ein potentiell in der Verbbe-
schreibung existierendes Agens unbenannt zu lassen?, dann bliebe die Frage, ob
innerhalb dieser Klasse sich nicht systematische Unterschiede zwischen dem
Russischen und Polnischen auftun, die anf der Ebene des Texts manifest werden.

Woliriska vollzieht noch eine Differenzierung zwischen den #;-Klassen, die
nur im Polnischen existieren, und denen, welche in beiden Sprachen auftreten,
Die Nullsubjekie in Pridikationen des Typs @i und auf -no/-to charakterisieren
sich dadurch, daf} in ihnen nicht nur die Position des 1. Aktanten (= Subjekt)
nicht besetzt, sondern zudem auch formal blockiert wird. Das driickt sich darin
aus, dafl sie nicht kongruenzfihig sind. Die gs-Typen gsp und @zs, kennzeichnet
dagegen, dali in ihnen die Position des Subjekts schlichtweg nicht besetzt wird,
keineswegs aber blockiert ist.27 Hier findet eine Ubertragung personlicher For-
men in den unpersénlichen Beretch statt, so dal Woliriska sie als "KB transpozy-
cyjne" bezeichnet.Z8
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3. Die Auszihlungen zu den einzelen Nullsubjekt-Klassen

Kommen wir nun zur Auszihlung. Tabelle 1 zeigt die absoluten Aufiretens-
hiufigkeiten der morphosyntaktisch markierten Nullsubjekte in den Corpora und
ihre Proportionen zueinander:

Tabelle 1:

#1p) B250 | 8380, 1 | Byin -no/to
russ. 76 11 4 — —
poln. 1 7 8 35 )

Insgesamt sind im russischen Corpus n=360, im polnischen n=301 g,-Pridika-
tionen gezihlt worden.2? Bezieht man auf diese Summe jeweils die uns hier inter-
essierenden ¢s-Typen, so werden ihre Anteile an den eingliedrigen Sitzen im
Textzusammenhang  deutlicher:

Tabelle 2: (n=100%)

93p] posg | #asen | Bsic -No/to
Tuss. 21,11% 3,06% 1,11% — —
poln, 0,33% 2,33% 2,66% 11,63% 13,95%

Bezogen auf die Gesamtheit aller Priidikationen (n) im Corpus ergeben sich die
folgenden Werte:;

Tabelle 3: (n=100%)

A: Pridikationen ! subjektlose
insgesamt (=n) insgesamt

Tuss. 1970 | 360 =18,27%

poln, 2182 301 =13,79%30

Aufgesplittet machen die einzelnen gs-Typen folgende Anteile am Gesamt der
Pridikationen des jeweiligen Corpus' aus:

B: #3p] 250 1 $48p. 0 | __Psie -nofto
russ, 3,86% 0,56% 0,20% — —
poln. - 005% . 032% 0,37% 1,60% 1,92%

Wie man an Tabelle 2 unschwer erkennt, machen im russischen Corpus die
transponierten subjektlosen Satztypen fast 1/4 aller Nullsubjekt-Priidikationen aus
(21,11% + 3,06%), withrend im polnischen Corpus dieser Wert unter 5% liegt.
Hier dagegen erhilt man einen zum russischen fast identischen Wert, wenn die
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beiden Angaben fiir die g,-Typen mit formaler Blockade des Subjekts miteinander
aufaddiert werden; man erhéilt dann 11,63% + 13,95% = 25,58%. Analoges gilt
fiir einen Vergleich dieser beiden @,-Typen im Kontext aller Priidikationen in den
Corpora (Tab.3): 3,86% + 0,56% = 4,42% bei den russischen transponierten Ty-
pen gegeniiber 1,60% + 1,92% = 3,52% bei den polnischen ¢.-Typen mit forma-
ler Subjektblockade.

Dieses Ergebnis ist nicht zufillig, Die transponierten g,-Typen sind im Russi-
schen deshalb so hiiufig, weil sie im Text Funktionen iibernehmen, welche im
Polnischen vom Typ g, und den “bezosobniki” erfiillt werden. Die funktonal
wesentlich stéirkere Auslastung der transponierten g,-Typen kommt im Russi-
schen zostande durch das Fehlen der funktional dquivalenten @e-Typen mit forma-
ler Subjektblockade. Von diesen hingegen machen die polnischen Briefschreiber
mit Vorliebe Gebrauch: auf sie fillt im Corpus ein Viertel aller subjektlosen Sitze.
AuBerdem ist darauf hinzuweisen, dal die Verteilung zwischen den wransponier-
ten Typen im russischen Corpus #uBerst ungleichgewichtig ist: der Typ gap liber-
wiegt den Typ fag, um ein Siebenfaches. Im polnischen Corpus hingegen tritt der
Typ #asg hiiufiger auf als der Typ dap), der nur ein einziges Mal vorkommt. Auf-
grund dieser Ergebnisse bestirkt sich die Vermutung, daB als ein eigentliches
funktionales und stilistisches Aquivalent der formal markierten g.-Typen des Pol-
nischen im Russischen nur der Typ @ap anftritt.

Auf die Synonymiebeziehungen zwischen der "HeonpegeneHHO-THYHAS
dopma” einerseits und den Typen gge und auf -no/-to andererseits ist mehrfach in
der Literatur zum Thema hingewiesen worden.3! An den aufgezeigten Auszith-
lungsergebnissen 148t sich nun ersehen, daB nicht nur in paradigmatischer Hin-
sicht zwischen diesen g;-Typen eine Aquivalenz besteht, sondern daB insbesonde-
re dem Typ gspr im Russischen hinsichtlich der Textstrukiurierung eine den polni-
schen morphosyntaktisch markierten g-Typen analoge Rolle zukommt.

Die transponierten und morphosyntaktisch markierten g,-Typen existieren im
Polnischen parallel. Von daher ist es auch nicht verwunderlich, daB die transpo-
nierten Typen durch die formal markierten g;-Typen in ihrem Gebrauch gegen-
iiber dem Russischen merklich eingeschriinkt werden, Restriktionen bestehen hier
nicht nur hinsichtlich der Auftretenshiiufigkeit, sondern auch im Sinne einer Be-
schriinkung der transponierten Typen auf bestimmte Register; Nicht nur der Typ
®2s;, sondern auch der Typ @sp; sind im Polnischen stark umgangssprachlich ge-
farbt (vgl. Woliriska (1978, 123, 126), wihrend im Russischen die "Heonpeze-
neHHO-EYRAsS dopma” als stilneutral auf allen Ebenen anzusehen ist. Als vor-
laufiges Fazit darf man sagen, daf die transponierten und die formal markierten
@;-Typen im Polnischen sich zwar einerseits funktional zu ergéinzen, andererseits
aber auf Textebene anch einander ungiinstig zu reduplizieren scheinen.32
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4, Die Rolle der Subjektetlipse und der Kongruenz

Es bleiben noch Fragen offen: 1) Wie ist zu erkldren, daB es im Polnischen bei-
de Arten von @5-Priidikationen nebenher gibt, im Russischen aber nur die transpo-
nierten? {Vom Default der ¢35, n schen wir hier einmal ab.) 2) Welche typologi-
schen SchluBfolgerungen kénnen daraus fiir das Russische gegeniiber dem Polni-
schen gezogen werden?

Was die erste Frage angeht, so liegt ein Grund mit Sicherheit in der Oberfli-

--chen-Morphosyntax. Das Polnische ist eine typische PRO-DROP-Sprache, da
~ die Elidierung eines pronominalen Subjekts aller Personen hier den Normalfall
ausmacht. Dies ist méglich aufgrund der auch im Priteritum existierenden Perso-
nalendungen am flektierten Verb. Da die Personalendungen im Russischen im
Priteritum nicht (mehr) vorhanden sind, geht hier der Rédundanzabbau auf Text-
ebene gewdhnlich nicht so weit, d.i, ein Pronomen in Subjektposition — vor allem,
wenn es anaphorisch (3. Person) ist — wird im stilneutralen Bereich expliziert.33
AuBerdem fillt auf, daB eine Elidierung des pronominalen Subjekts im Russi-
schen stilneutral fast nur intraphrastisch auftritt und auch iberwiegend nur dann,
wenn das Bezugswort Thema bzw. Subjekt des Vorgingersatzes ist.34 Das Polni-
sche hingegen erlaubt auf allen Stilebenen das Auftreten u.U. duBerst distanter
Subjektellipsen, die sich auch auf ein Vorgiingerwort bezichen kénnen, welches
nicht bereits Thema und/oder Subjekt eines Satzes war. Vgl.:

(14) (...) Wobec usterek w fonii powinno ono (kierownictwo radia —
B.W.) szybko polecié komentatorom; w Barcelonie, by g; przekazy-
wali jedynie kr6tkie, niezbgdne informacje (...). (#P76)

(15) Na przystanku Warszawskiej Kolejki Dojazdowej jakis facey; potwor-
nie zwymy$lal kobietg, kidra "omascita” mu; spodnie podejrzanym
tluszezem; zreszta i spodnie byly podejrzane, z szaroburego materiatu
nieokreslonego pochodzenia, ni to zwierzgce, ni to roélinne, Niewaz-
ne. Ale krzyczal @; tak gloSno, ze na peronie zgromadzit sig niemaly
thumek. {...) (M. Radgowski, "Jaki jest cel spadania?")

(16) (...) ci sami doreéli, tyle e jeszcze starsi, entuzjazmowali si¢ stowamt
jego [Gomutki] nastgpey;, a zwlaszeza tym, co g powiedzial w stocz-
ni, kiedy nie obeschta jeszcze mogila Piotra — a przeciez ¢; méwit do-
kiadnie to samo: o porzadkach i 0 wspélaym domu. (P. Huelle, "Wei-
ser Dawidek")

Ergebnisse der Auszihlungen untermauem die obigen Feststellungen iiber das
Gewicht, welches jeweils in polnischen und russischen Texten auf Subjektellip-
sen fiflit. Vgl. Tabelle 4:
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Tabelle 4: Subjektelipsen
absolute Anzahl  Anteil bzgl.
aller einfachen und Gliedsitze (IN)
TUSS. 239 12,13% N =1670
polo. 496 22,713% N=2182

Auf diesem Hintergrund kann man leicht nachvollziehen, daf die Homonymie
zwischen Pridikationen des Typs g3p und solchen mit anaphorischer Subjektel-
lipse im Polnischen durch die funktional dquivalenten g -Pridikationen mit @
und die "bezosobniki” umgangen wird. Ein Mehr an paradigmatischen Mbglich-
keiten gestattet so im Polnischen anf Textebene eine eindeutige Kennzeichnung
von konkreter Referenz (Ellipsen) einerseits und nullifizierender "Agensver-
schleierung" (Nullsubjekte) andererseits. Der Gebrauch der "HeonpenenenHo-
nrgHas dopma” wird auf diese Weise sowohl auf System- wie auf Textebene
(Frequengz) stark eingeschrinkt.

Ein anderer Grund fiir den Ausbau der formal markierten g,-Pridikationen im
Polnischen mag darin liegen, daB — um mit Weiss (1984) zu sprechen — sich im
Polnischen sprachhistorisch gesehen eine Zunahme an nicht kongruenzfihigen
Syntagmen (im prédikativen wie attributiven Bereich) verzeichnen 1iBt, die meist
auch morphologisch gesondert gekennzeichnet werden (s. 17b und 18b). Nicht
zur Kongruenz fihige Syntagmen bestehen zwar auch im heutigen Russischen,
doch ist hier mehr als im Polnischen die Tendenz zur “semantischen Kongruenz"
Zu gpiiren — dort, wo im Polnischen so gut wie ausnahmslos "formale Kon-
groenz" (bzw. "Inkongruenz") waltet. Dies gilt sowohl im pridikativen Bereich

(17) a. JIpnuine ngmb meicas Yeaopek. (neben: IpHILENO)

vs. b. Przyszlo pieé tysiecy ludzi.33 (ausschlieBlich!)

(18) a. Co MHO¥ Pa3rOBAPHBAINH NECKDAbKO 3HAKOMEIX, (8.0.)
vs. b. Ze mna rozmawialo kilkulparu znajomych. (s.0.)

wie auch im attributiven
(19) a. CTyneHTsI 3HAICT AHTTHACKHH M dPAHLYICK I I3BIK K.
vs. b Studenci znaja jezyke angielski t francuski,
S. Beziige zu Erscheinungen in der Satzverkniipfung
Diese Erklirungen stellen jedoch nur eine Seite der Medaille dar. Wenn wir

uns nun der zweiten oben aufgeworfenen Frage zuwenden, miissen wir zu dem
Punke zuriickkehren, an dem von einem Unterschied zwischen morphosyntaktisch
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markierten (= nicht kongruenzfihigen) und lediglich transponierten gg-
Pridikationen die Rede war. Es ist hier noch offen geblieben, weshalb das Russi-
“sche nicht einen dhnlichen "oberfllichensyntaktisch giinstigen" Ausbau formal
eindeutig markierter ¢-Pridikationen aufweist und vielmehr auf morphosyatakti-
sche Mittel der Disambiguierung verzichtet, Tats#ichlich stellt sich niimlich heraus,
daB wotz fehlender Personalendungen im Priteritum und der Homonymie zwi-
schen gap) und vieler Subjektellipsen das Russische in der gesprochenen Sprache
nahestehenden Bereichen zu einem "Vexierspiel" (Weiss (1993)) mithilfe der ¢-
Prédikationen neigt. Vgl.:

(20) H3 pyBKH @; CBUCTHYIIM MAIHHY, H KOTHA U3 MAIIIHHLI $j OTBOTH~
I, @ KPUKHYIHM TYAa, 4r06 ¢; He OTXONMIK OT pesepca. Jla g yX
HOBA 4aca ¥ pepepca cToio!” - ¢; oTBeTHNH H3 Mamuuel, (Kazakov
— Beispiel entlehnt aus Bulygina/Smelev (1990, 111))

Wie Weiss (ebd.) gezeigt hat, verfiigen innerhalb der Slavia (und vermutlich
auch dariiber hinaus) die ostslavischen Sprachen iiber die vielfiltigsten Arten von
Leerstellen im Bereich der Referenz, Pridikation und Konnexion, Dieses wird
vom ihm als Anzeichen eines geringeren Analytismus’, ja sogar "Anti-Analytis-
mus™ gewertet.36 Kann nun die Tatsache des Fehlens von morphosyntaktisch
markierten g;-Priidikationen im Russischen in einen Zusammenhang mit obigem
Befund gebracht werden? Sicherlich ja, wenn man bedenkt, dafl damit an der syn-
taktischen Oberfliche weniger formale Merkmale, die ausschlieflich auf eine de-
agentive Struktur schlieBen lassen, expliziert werden (knnen), Und zum anderen
bewirkt dieser Umstand ja auch (s.0.) eine weitaus griflere funktionale Ausla-
stung der bestehenden gq-Typen im Russischen.

Der Gebrauch transponierter @e-Prédikationen, die homonym sind mit anderen
Syntagmen — hier: Subjektellipsen —, kann als "Nullifizierung von Information an
der Oberfliche” betrachtet werden: es werden keine sonstigen formalen Veriinde-
rungen vorgenommen, sondern nur die oberste Aktantenstelle nicht belegt und so-
mit deren Referent verschleiert. Auf einer anderen Ebene bietet das Russische bei
einem Vergleich mit dem Polnischen ein analoges Bild. Durch das obligatorische
Fehlen der Copula im Priisens bleibt im Russischen formal oft unentscheidbar, ob
ein asyndetisch angereihtes Syntagma priidikativ oder appositiv (d.i. als ein Atiri-
but) zu verstehen ist. Vgl:

{21) (...) ¥ KPOHINTAATCKOIC YIDHYANA CTOAT HHKOMY HE HYXHBIS
CIIHCANHKIE TTONBONHEIS JIONKH, Kaxcdax 6oAvllle MbICRYU MOHH
gecoM, QNTHA yxe 3aronyna, (#R27)
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Weiterhin kann man die beiden Corpora dahingehend vergleichen, welche Rol-
le in ihnen jeweils eingliedrige Sitze spiclen, bei denen ein unpersénlich verwen-
detes Vi, oder eine adjektivische neutrische Form ein sententielles Komplement
(= Satzargument) nach sich zieht. Die syntaktische Position des Subjekts ist se-
mantisch leer und wird iiblicherweise nicht durch ein "dummy subject" (g,,) ein-
genommen.3’ Vgl (s. Anm, 29);

(22) a. HepapHC GBI MpPHBENEHE! PE3YILTATHl CIHOTO OIpOca obnie-
CTBEHHOTO MHeHUS. Oxa3aaocs Brg, 910 (...) (HR52)
b. Wydaje mi sig @y, 12 takie stawianie sprawy jest po prostu niesci-
sle, (#P55)

(Vgl. damit Stitze des Typs "TIORATHO @qo, UTO..." bzw. "Jasne ¢y, 7e...".)

Matrixséitze dieser Art machen im polnischen Corpus einen Anteil von 16,61%
an allen g,-Priidikationen aus, im Russischen hingegen nur 3,33%. Wie kann man
sich diesen krassen Unterschied erkldren, zumal dieser Pridikationstyp keines-
wegs ein Spezifikum der Slavia darstellt (Unterschiede bestehen sprachiibergrei-
fend nur dahingehend, ob ein "dummy subject” auftritt oder nicht) und er generell
eine sehr wichtige textstrukiurierende Funktion38 itbernimmt? Kommt das Rus-
sische etwa mit weniger "Schaltstitzen” dieser Art aus? Ja und nein. Denn als de-
ren Pendant kdnnen Schaltwiirier (Bpogneie ciora) angesehen werden, die eine
den subjektlosen "Schaltsitzen" vergleichbare Textfunktion besitzen, syntaktisch
aber keine Satzglieder bzw. Satzargumente unterordnen. Sie werden im Russi-
schen merklich &fter als im Polnischen verwendet. Vgl. aus dem Corpus:

(23) Moxer, B BroM H Heja, YTO BOPOBATE-TO, OKA3LIE0EMCA, BRITOM-
HO. (#R1)

(24) IlapeHs OH C YMOM, npaeda, CTh ¥ HErO MOBRIINIEHHOE YYBCTBO
CIpaBeIABOCTH, ToNra. (#R19)

Ambiguitit entsteht also somit bei einer groBen Gruppe von zur Satzpridika-
tion fihigen Lexemen hinsichtlich deren Funktion als Schaltworter vs. deren
Funktion als eigentliche Prédikate mit Satzargument. Durch das Fehlen der Copu-
la im Priisens knnen Substantive, die diese Funktionen zu iibernehmen imstande
sind, morphologisch nicht gekennzeichnet werden (Kasusopposition Nominativ
vs, Instrumental). Vgl. (25) mit (26);

(25) a. Prawda, (2e) méwit on bardzo duzo. (— Schaltwort)

b. Prawdg jest @, Ze méwil on bardzo duzo. (~» Priidikat)
(26) a.llpaBma, FOBOPHN OH OUYEHL MHOTO,

b. ITpaBja ¢, (4TC) FOROPHI OH QUEHB MHOTO,
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Dieser Befund geht einher mit Ergebnissen aus der Auszihlung von einfachen
Siitzen und von Gliedsatzkonnexionen, Das Verhiltnis ¢infache ; zusammenge-
setzte S#tze betrfigt im russischen Corpus 53,35% : 42,07%3% = 1,27, im polni-
schen dagegen 43,21% ; 52,80% = 0,82, d.i. die Relationen sind hier zueinander
genau umgekehrt, Binfache Sétze machen offenbar im Russischen gegeniiber dem
Polnischen einen griBeren Anteil an der Textgestaltung aus. Tabelle 5 stellt die
Werte zu den Gliedsatzkonnexionen dar:

Tabelle 5: Gliedsatzkonnexionend?

‘ Asyndese Parataxe Hypotaxe insgesamt
Iuss. 165 =19,57% 202 =23,96% 476 =5647% 843 =100%
poln. 88=28,23% 232=21,70% 749=70,07% 1089 = 100%

Es wird deutlich, daf unter den Verkniipfungen innerhalb von Satzgefiigen im
russischen Corpus der Asyndese ein merklich gréBerer Anteil zukommt, demn im
polnischen Corpus ein ungefihr gleich grofier Uberhang an hypotakiischen Ver-
kniipfungen entgegensteht. Recht typisch sind fiir das russische Corpus Textstel-
len wie die folgenden:

(27) MoIonisl 3eXH — ¢ OTCTOAIIH CBOH npasa. (#R16)

(28) Cerr, oger, cBOS0IeR — $ XOpolllee pyKoBoncTeo. Her — mroxoe,
(#R42)

(29) IIpemcraBsTe, p yMep BAlll OTEIl WK Opyr. (#R44)

Besonders Beispiel (29) wire den im Polnischen hiufiger auftretenden hypo-
taktischen Konnexionen gegeniiberzustellen, nach dem Muster:

(30) Proszg sobie wyobrazi6, Ze, .,

Die Rolle der Parataxe erweist sich bei einem Vergleich der beiden Corpora als
relativ gleichwertig, so daB die starke Rolle der Hypotaxe im Polnischen "auf Ko-
sten"” der in ihm seltener auftauchenden Asyndese geht,

6. Vorliufige SchluBfolgerungen

Alsg Fazit zu den hier referierten Erkenntnissen kann nun Folgendes subsumiext
werden:
1) Mit Hinsicht auf die paradigmatischen Verhiltnisse im grammatischen System
hat sich gezeigt, daB das Polnische iiber breitere Moglichkeiten der Deagenti-
vierung mithilfe von Konstruktionen, die als fiunktionale Passiv-Pendants gelten
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diirfen, verfligt. Die Erweiterung des Paradigmas dieser deagentiven Konstruktio-
nen geschieht mittels einer morphologischen Markierung von nicht zur Kon-
gruenz fihigen Verbformen. (Das entspricht auch dem diachronen Werdegang der
oben dargestellten Relationen,)
2) Von diesemn Plus an paradigmatischen Méglichkeiten wird im Polnischen auch
auf Textebene stirker Gebrauch gemacht, so dafBl letzten Endes potentiell Am-
biguitdt hervorrufende —~ da mit anderen Syntagmen homonyme — Konstruktionen
in ihrer AuBerungsfrequenz deutlich zuriickgedréngt und stilistisch eingegrenzt
werden.
3) Die distributionelle Aquivalenz zwischen dem morphosyntaktisch transponier-
ten subjektlosen Typ @gap gegeniiber den Typen ¢y, und auf -no/-to gilt auf allen
hier angesprochenen Ebenen — sowohl konfrontativ (Russisch vs. Polnisch) wie
anch flir das Polnische allein,
4) Das Fehlen morphosyntaktisch markierter und auf Textebene eindeutiger gs-
Pridikationen im Russischen ist allen Befunden zufolge kein rypologischer Zufall,
sondern darf als ein spezielles Merkmal von "Anti-Analytismus” gelten, zu wel-
chem sich auf der Ebene der Gliedsatzkonnexion analoge Phinomene gesellen.
Diese Phiinomene in den Bereichen Asyndese, "Schaltsyntagmen" und Nullsub-
jekte lassen sich allesamt unter dem Kennwort "Ambiguitit" bzw. "Sprachékono-
mie'" zusammenfassen; d.i, wilrde man einen Quotienten fiir die Relationen Form :
Funktion postulieren, wiirde dieser irn Polnischen gréBer ausfallen als im Russi-
schen. :
Weitere Forschungen auf diesem Gebiet sollten sich zum Ziel setzen, im Russi-
schen bislang wenig oder gar nicht bekannte Mechanismen aufzuspiiren, die auf
Textebene gegen einen solchen Uberhang an Ambiguitit, d.i. gegen strukturelle
Homonymie wirken, Diese Problematik ist deshalb besonders wichtig, weil alle
erwiihnten Phinomene auf der AuBerungsoberfliche manifest werden und somit
fiir die Rezeption sprachlicher AuBerungen unmittelbar groBes Gewicht besitzen.

Anmerkungen

* Ich mbchte mich bei Prof. Berger, Prof. Gutschmidt, Prof. Kosta und vor al-
lem bei Prof. Weiss fiir kritische Anmerkungen zu der Vorgingerversion die-
ses Aufsatzes bedanken. Fiir das Aussehen dieser Version trage ich natiirlich
allein die Verantwortung,

1 In den Briefen ist zumeist die Rede von den zu jener Zeit aktuellen geseli-
schaftspolitischen Ereignissen im Land. Der Duktus ist gréfitenteils recht pole-
misch; die polnischen Leserbriefe tragen einen "buchsprachlicheren” Charakter
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als die russischen. (Ob Letzteres an der Redaktion oder an den Autoren selbst
liegt, m_uB hier dahing_este]l_t bleiben.)

2 Untersucht wurden in den Corpora alle grundlegenden Erscheinungen hin-
sichtlich Priidikationen, der Rolle des (grammatischen) Subjekts, der Diathese
und der Gliedsatzverkniipfung, Hier kann jedoch nur ein Ausschnitt aus dieser
Untersuchung dargestellt werden,

3 Vgl z.B, Richter (1983) und Teorija... (1991},

4 8. dazu beispiclsweise Doros (1975), Keenan (1976), Korytkowska (1990),
Lginonen (1985), Wolinska (1978).

5 Darauf weisen vor allem Kasevi& (1992), Korytkowska (1990, 6ff.) und Lei-~
nonen {1985, 4; 8-19) hin. Letztere Autorin unterstreicht, daB im Gebrauch des
Ausdrucks "impersonal (sentences)” und seiner Aquivalente in anderen Spra-
chen sich drei inhaltliche Ebenen abzeichnen, welche sehr denen von Keenan
ghneln, In diesem Beitrag wird nur eine Ebene genauer untersucht, da "Sub-
jekt" hier lediglich als ein oberflichensyntaktisches Phiinomen angesehen wird
(s.u.).

5 1In erster Linie wird dies methodisch notwendig, da es sich hier um eine quanti-
fizierende Untersuchung handett. DaB damit nicht gleich auch etwas {iber "Per-
sonalitit” (hzw. deren Mangel) ausgesagt wird, liegt auf der Hand, Vgl, Jac-
kiewicz {1992) und vor allem Leinonen (1985, 13): "(...) Non- -congruence can
thus be taken as a primary characteristic, necessary but not sufficient, of imper-
sonality. (...)"

7 Ahnlich bei Korytkowska (1990, 6), die aber aus unersichtlichen Griinden die
Kategorie Kasus nicht in die Definition mltmnbezmht, sowie Gotab: "Podmiot
bedziemy definiowali gramatycznie {...) zaznaczajac jego zwiazek gramatyczny
z orzeczeniem polegajacy w jezykach indoeuropejskich na szcrch lub weziej
pojetej sktadni zgody, ktorej punktem wyjscia jest nominativus.” (zitiert nach
Doros (1975, 12)).

$ Vgl dazu auch Guiraud-Weber (1984, passim).

? Generell zu dieser Frage vgl vor allem Weiss (1993). S. auch schon in Mel-
Zuk (1974),

10 Vgl Nilsson (1982, 26f.).

11 Auch nicht durch Indefinitpronomina. Vgl. dazu Korytkowska (1990, 13),
Mel'tuk (1974, 352, 358) und Weiss (1993, 66).

12 Tn vielen Arbeiten wird diese nicht konsequent und terminologisch eindeutig
vollzogen. So z.B. in Bily (1981, 107ff.), wo "zero subject” im Sinne der Sub-
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jektellipse gebraucht und das "Fehlen eines Subjekts” nur in Sitzen vom Typ
"Temueer.”, "Moposut.” anerkannt wird. Differenzierter verfihrt Guiraud-
Weber (1984), deren Bestimmungen im GrofBen und Ganzen mit denen in Bu-
lygina/Smelev (1990) iibereinstimmen. Guiraud-Weber stellt jedoch zwischen
"des propositions elliptiques” und "des propositions & sujet zéro" noch eine
Zwischenstufe ("des propositions a sujet effacé”) auf (ebd., 35ff., 53f., 57f.),
welche formell der '6esnurumas dopma’, einer Null also, nahesteht, referendell
sich jedoch der Ellipse annihert (z.B. "Hauanocs.”, bezogen auf den Beginn
einer Fernsehsendung). Aufgrund der oben vorgenommen Einschriinkungen
{s. Anm. 6) soll im weiteren auf Moglichkeiten derartiger Stufungen hier nicht
eingegangen werden,

13 Dies geschieht durch Implikaturen seitens des Sprechers und Angesprochenen.,
Vgl. dazu Berger (1989).

14vel, etwa Weiss (1993, 70).

15 Auflen vor gelassen werden muf in dieser knappen Besprechung das eigentli-
che Passiv. Jedenfalls ist auch der Umstand von Bedeutung, daB im Polni-
schen grammatisch und lexikalisch das Passiv merklich stirker ausgebaut ist
als im Russischen. (Zum generellen Verhiltnis zwischen dem Passiv und Satz-
mustern mit Nullsubjekten vgl. auch Rytel-Kuc (1990).) Zur Rolle des Passivs
in den untersuchten Corpora s. Verf, (im Druck).

15 8. dazu auBer in den schon angefiihrten Arbeiten auch in Apresjan (1986),
RiZicka (1986), Teorija...(1991},

17 Diese Bezeichnung stammt von Xarolak; s. Gramatyka.,.{1984/T1, 218). Vgl.
auch Rytel-Kue (1990, 128{1.).

18 8, dazn Wiese (1969), Gramatyka... (1984/1], ibd.) und Bogustawski (1984)
sowie zu einer Kritik an denselben in Puzynina (1993).

19 Verifiziert anhand quantitativer Untersuchungen wurden Thesen zur Stellung
des Subjekts und subjektloser Sitze meines Wissens bislang noch so gut wie
gar nicht. Lediglich in Woliriska (1978) finden sich dazu einige Angaben, wel-
che sich aber nur auf das Polnische bezichen, Vgl. auch Rytel-Kuc (1990},

20 ygl, Keenan (1976) (s.0:) sowie Comrie (?1989).

21 Chrakovskij (1993) stellt sie neben zweigliedrige Passivkonstruktionen und
schlieBt sie in den "IIMpPOKWI KPYTr GeareHTHBHBIX KOHCTPYKIHI ¢ IACCHB-
Ho#t nepenexturoi” ein. In Chrakovskij (1974) werden die hier betrachteten
Nullsubjekt-Konstruktionen jedoch hinsichtlich der Diathese als markiert be-
handelt. Diese Konzeption stellt einen extremen Standpunkt dar, den ich hier,
zusammen mit Doros (1975), Jackiewicz (1992), Korytkowska (1990), Las-
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kowski (Gramatyka,.,(1984/T), Mel'¢uk (1974), Weiss (1982) und Woliriska
(1978), nicht einnehmen mochte,

22 Vgl, Wierzbicka (1988, 223ff,, 249),
23 Zitiert nach Weiss (1984, 170),

24 Hier und im folgenden werden Beispiele aus den Corpora mit (#R..) bzw.
(#P..) gekennzeichnet, wobet die Nummer hinter dem Buchstaben den Brief
aus dem entsprechenden Corpus angibt,

%5 Die Gruppe der @35, o nimmt in dieser Hinsicht eine Mittelstellung ¢in, da eini-
ge unter ihnen lexikalisch, andere hingegen nur formal markiert sind. (Vgl.
Woliriska (1978, 24ff.).)

26 Im Falle der lexikalisch markierten Nullsubjekt-Konstruktionen mufl davon
-ausgegangen werden, daf in ihnen schon in der Lexembeschreibung selbst
kein agentives Element auszumachen ist. (Vgl. Wolidiska (1978, 21ff).)

27 Wieder nehmen die "unpersonlichen Verben" eine Sonderstellung ein. Die neu-
trische Form ist hier eher als ein Default-Wert anzusehen; die Form selbst
(38g, n) hingegen stellt kein neues Glied im Verbparadigma dar.

28 Vgl. Woliriska (1978, 86).

29 AuBer den oben erwihnten g,-Pridikationen und der Subjektellipse sind zu den
Subjekt-Leerstellen einfache und Gliedsitze mit einem Satzargument und ohne
ein "dummy subject" {z.B, "TIoaATHO Brg, ¥T0..." bzw, "Zdaje si¢ gy, 2e..."),
Pridikative, abhiingige und unabhingige Infinitivsitze, Imperativsitze sowie
negierte Existenzial- und Possessivsitze (des Typs (X-a Her/nie ma.), (X-a
nocrarouno/przybywa,), ferner im Russischen auch (y X-a Cop. Y.), (X-y
Numerale Y(Gen.).) etc.) gezihlt worden, (Vgl. Anm. 37.)

30 Dieser Wert bestiitigt die Angabe in Woliriska (1978, 107), die fiir den publizi-
stischen Bereich im Polnischen 14% als kennzeichnend flir den Anteil subjekt-
loser Sitze am Gesamt aller Pradikationen anfiihrt,

31 Eine derartige Aquivalenz l4Bt sich sowohl innerhalb des Polnischen konstatie-
ren —s. Gramatyka... (1984/1, 147) sowie Woliriska (1978, 65, 70, 75, 87f.) -
wie auch beziiglich eines Vergleichs des Polnischen mit dem Russischen — s,
Doros (1975, 30, 80, 111).

32 Vgl. Bogustawski (1984), wo hinsichtlich des denotativen Stats’ und aspekty-
ell-temporaler Besonderheiten im standardsprachlichen Bereich des Polnischen
Unterschiede zwischen diesen Nullsubjekt-Typen festgestellt werden. Bogu-
stawskis Beobachtungen bezichen sich jedoch auf systemimmanente Zusam-
menhiinge, d.i. auf eine Distribution von "types", wohingegen meine Aussage
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sich auf die Distribution von "tokens" (innerhalb einer Textsorte) bezieht, Wie
das eine mit dem anderen verbunden ist, ist m,W. bislang noch nie niher unter-
sucht worden.

33 Dem steht jedoch die syntaktische Struktur der russischen gesprochenen Um-
gangssprache (pasroBopHad peus) gegeniiber. (Vgl. Beispiel (20).) Eine ge-
wisse Ausnahme stellt auch gerade der Briefstil dar, in dem der Schreiber in
der Regel das Pronomen der 1. Person (bezogen auf sich selbst) nicht setzt. Zu
Unterschieden des Gebrauchs im Miindlichen und Schriftlichen in beiden
Sprachen vgl, auch Nilsson (1982, 32f,, 38f.).

34 Vgl, Berger (1989), Weiss (1993, 61).

35 Vgl sogar: "W tej akcji wziglo udziat szereg ludzi.” Dazu auch Weiss (1983)
und Buttler et al. (1986/1, 346ff.),

36 Weiss (1993, 79): "(...) im Russischen werden uns signifikant hiufiger gram-
matische bzw, lexikalische Informationen verschwiegen bzw. indirekt fibermit-
telt als in anderen Sprachen.”

37 Hier sei nachdriicklich betont, dafl mit "Leerstelle” nicht "Ellipse” gemeint ist!
Ersterer Terminus sollte vielmehr als ein Oberbegriff fiir den letzteren, den der
"dummy elements" und den der "Nullen" aufgefalit werden.

3% Pridikationen dieser Art ordnen i.d.R. einen rhematischen assertiven Nebensatz
unter und stehen selbst in thematischer Position, so daB sie unmittelbar der
linearen Informationsaufgliederung innerhalb einer Themenprogression
dienen. .

3% Den verbleibenden Prozentsatz von 4,58% (im Polnischen 3,59%) machen
“Satzsubstitute" ohne Pridikationskern aus (Parzellierung etc.).

40 Zwischen Para- und Hypotaxe bestehen nachweislich kontinuale Ubergiinge.
Als Einteilungskriterien galten in diesem Fall aber die Unterteilungen von
Gliedsatzkonnektoren gemif traditioneller Grammatiken.
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XAPBKOEBCKOE NEKCHEOI'PADMYECKOE OBIITECTBO

C magana 1992 ropa ma xadejpe PpyccKOro $3bIKA MOATOTOBUTERLHOTO
aKynsTeTa INS HHOCTPAHHBIX rpaxiad XaphKORCKOTO NONUTEXHKYSCKOro
yHuBepcnTeTa paboraeT XapLHOBCKOe JeKCHKOrpaduyeckoe obimrecTso,
oBBeMUHAIOLIEE YUEHBIX, MEPEBONIHKOB, OPenonasaTeie, CTryIeHTOBR,
CTIEIEATHCTOB-HehHIONOTOB PAITHYHEIX Ey3oB Xapsxosa, OnMHON M3 rae-
HBIX 3a7a4 OOLNECTBO CTABAT nepel coGOM COCTABNEHHES M H3NaHHUe
CIOBApEH, BEIPAGOTKY TEOPBTHYECKHX OCHOB NeKCHXOrpadHyecKonl npak-
THEH. B HACTOAIIEe BpeMs CIOBapHAd pabora BeleTCst TI0 CIeIYIOLIHM
HANPABJEHUAM:

* COCTABIIEHAS YUeOHbIX TEPMUHONOIHYSCKHX MUHHMYMOB,

* CO3MAHKE IEPEBOTHBIX TeKCHKOrpadHUeCKHX IPON3BEISHHIA HA PYCCKOM
¥ YKPamHCEOM H3BIKAX, 8 TAKXKE MHOTOSZBIUHLIX CIOBApeHd, B TOM YUCIS
8) YHCTO NHHATBUCTHYECKHX, 6) GHEONOrMYECKHX, B) TEPMHHOJIOIHYECKHX,
r) y9e6HEBIX CIIOBAPHBIX KOMINIEKCOB A JP.

O61ecTBOM CO3NAHLI:

1. Oy6uunnckni B.B., B.A. 3y6apera, C.Il. Onefinuk. Pyccko-aneauickuii
MOAKOBO-CONEMAEMOCTIHBII CAOEAPL NO GHEUHEIKOHOMUYECKOH JeamenvHocmu.
Xapekos, 1992, 79 ¢,

Clopape OPefCTARNAET COOOH KOMIIEKCHOE ONMHCAHHME TEPMHHOIOTH-

9eCKOR JEKCHKH. BTO CBOSTO POJA MONBITKA B yYeOHRBIX 1eNaX Obheau-

HHTBH AN(PABATHLIX TONKOBRIA M aHANOrMUYeCKHE (UmeoTpadmuecKHii)

NPHEHIEIL 0To6paxenna TepMAnoB, CTPYKTYpa CIOBAPHOH CTATHH

IOIHOCTEI0 OPHIMHANEHA. OIHCHBAIOTC: AKIEHTONOTHYECKASA, [PAMMA-

THYECKAN XAPAKTEPHCTHKA 3ATOIOBOMHBIX GNHHMIL, NehUHUIKH Tep-

MHWHOB, NePeROANEIE BKBMBAICHTEL, TEPMHHOIOTHYECKAN COUETAEMOCTh

CIOB0OOPA30BATEINBHRIEG BOIMOXHOCTH TepPMHHOB. CIOBaph cHABOXKEH

OTHeNbHEM IepeYHeM CHEOHHMHYECKHX TEPMHHOB.

2. Cogpesmentivie npobaemtr Aexcuxozpaduu. Céoprux nayunsix mpydos. Ilox
pen. B.B. ybuanncxoro, C.B. Bakynenko, A.J. Tanurenxo. Xapokos, 1992.
286 c.

B cBopHuKe mpefcTaBlens! cTartsd tekcukorpados Yxpanus:, Poccuu,

Benopyccny, Kasaxcrana, O6cyxaalorcs npobieMBl METONONOIHH JIeK-

cuxkorpaduvuecKoil MPaKTHKH, TEPMHHONOIMUECKOH NeKcukorpadun,

THIIOE CIOBApel, HAMOHANLHO-KYILTYPHSIA 4CHEKT B CNIOBapAX, BOM-

POCKI KGMITLIOTEPH3AHH CIOBAPHOH PaGOTLI,



332 B.B. Oybuuunckuil

3. Hyouunnckuit B.B., C.B. JanuneBHd. Tepmunonozuveckas Aexcuxa
DyccKozo A3btka no mese " PuandecKUue GeAUYUHBI 8 KYDCe IAeMeHMApHOi
duauxu, Yacme nepean. Xaprxor, 1992, 68 ¢.

4, Nyouamucknit B.B,, C.B. lauunerud. Tepmunorozuveckar nexcuxa
pycckozo assika no meme " Dusyneckie geAuduNb 8 Kypee 3AeMeHmMapHoil
gusuru. Yacms emopas. Xapokon, 1992, 68 ¢,

CnosapH npefcTaBngior ¢eGoil nepeBoJHO-COYETAeMOCTHEIE ONHCAHNS

TepMUHOB, [IpenHasHauedsl JJIS HHOCTPAHHEIX CTYHNEHTOB, H3YH4IOIIHX

GUINKY HA TTONTOTOBUTENEHEIX PAKYIETSTAX BY3OB.

5. Oyouunnckuit B.B, Jexcuyeckue napassenu (Mounzpagus). Xapokos,
1993, 156 ¢.

B monorpadmu EconemyeTcs AEeRCHYEGCKME AaCOeXT B3AUMOOTHOMIEHMI
S3bIKa W KYNETYDPBI. BIEpBEIE B IHHBHCTHUECCKYI) TEOPHID BBONHTCH
TEePMHH “HEKCHUYSCKHe II4pamienn’” - BHOIMHE CXOZHBIC JEKCHISCKHE
eNWHKELLI CPABHHBAEMBIX M3IBIKOB, ABTOP HCCIENOBAHHT HA (OOraTOM
TEOPESTHISCKOM ¥ IIPAKTAYSCKOM MATEPHANE TOKASKIBAST HEOOXOIUMOCTh
H 2KTYANLHOCTSL NAHHOrQ TEPMHHA, KOTOPRIA OO0LEIHHSNET B eNHHYIC
TEPMRAHOJOMMYECKYIO CACTEMY TAKHE H3BECTHEIE B JHHTBHCTHKS M B TO
XKe EpeMs CHODHBIE DOHATHA, KaK ~ MHTEPHALHOHAMH3M , “NCeBHO-
KHTEPHAIMOHANVIM ', "OXKHEIE IPY3hs IEPEBONYHKE ", ~"MEXBAILIKOBEIS
OMOHMME]", "MeXXbA3bIK0BEIE TapouuMEl” | Ap. B paGoTe noaHuMaloTcs
TAKXE BOUPOCH NEKCHUYECKHX 3aMMCTBOBAHWE, HATHOHAXLHO-
KYTIBTYDPHOHA crielmudiuky CNORA, EIMHOIO MEXKIYHAPONHOTO IIbIKA,

6. Oy6uwaurcknit B.B., C.M. KneGauosa. Kpamxuli eaoeaps meampansroi
Aexcury (pycerutl - anzautickul - gpanyyscruil - ucnarckul). Xaprxos, 1993
112 c.

Crnopapn Bronodaer Haefonee yIorpebHTENLHLIE TSPMHHEB! H TePMHHO-

JOTHYESCKHE CHOBOCOMETAHHS TEaTPaibHON JeKCHKM, NPeNCTaBJISHL!

TOTOBEIE PEUSBbIe KOHCTPYKIHH, HeoBXOHMBIEe I OOINGHHT B TaHHOH

npodeccuoHasHOR chepe. KOMINGKCHO ONMMCHIBARTCA aRpaBUTHO-

THe3MOBOH HPHHIMN OTeOpPaXKeHHs TSPMHHOB M TePMHHONOIHYSCKHX

CIOBOCOYRTAHMALL,

7. Bosapora JI.T., A.IL. Kopx. Kpamxuii pyccxo-yxpaurcKuli ¢a06aps
COBPEMEHNBIX MAMEMAMUNECKUX U IKOHOMUKO-MATNEMAMUNECKUX MEPMUHOE.
Xaprkos, 1993. 96 c.

Cnosapes cofepXxuT okono 5000 coBpeMeHHBIX TEPMHUHOB, YETKO

YCTAHABIHBABTCA HOPMAZ YIOTPEONEHAA YKPAHHCKHMX TEPMHHOIOTAYE-

CKHX HOBOOOPAZ0BAHMA.

8. BoxaGyaym am eoxalysapuym, CBopuur nayunsix patom. Buein, 1, Ton pen.
B.B. iy6uunnckoroe, C.B, Bakymenko, AW, anunenko, Xapexos, 1994,
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B cOopHHKE NONHHMAIOTCA HpPOBIEMEl METONONOrHYH JeKCHKOorpadun,
0BCYXNAIOTCS BONPOCE! TEPMEHOTPadUH, ONACHIBAIOTCS CHOBAPHLIE BKC-
TNepHMEHTEl M I'HITOTe3Ll. Y4acTBYIOT aBTOphI H3 YKpauHEBI, Poccun,
Tonrmm, Bennkebpurannn, Hapass,

9. Oy6uumrucxuit B.B. Hcxycemeo cosdanun cnosapeii. Koncnexmuv no
Aexcuxozpagui, Xapexos, 1994, 102 ¢,

B yueGHOM IOCOGHMH OBCYXNAIOTCH BOIIPOCH! TEODHH H IIPAKTHKH
CO3NAHHA CHOBapei: NMPHHIIMILI M METOIE JHeKCHEOrpachHpOBAHAL,
THIIONOTHAS CIOBAPHLIX MIPOH3REASHMI, METOIMKA PAGOTH HAJ, TEPMUHO-
JIOTHYECKHAMH CICBRapAMH, 3aKOHBI Nekchkopaduu. KHura cHabxewna
IercHKorpadhMueCKUM TIQCCapHeM, OBIMPHEIM CIACKOM JIATEPATYPHI 110
BOOPOCAM CIOBADHOH TEOPHHU M NPAKTHKH, DEIIOME HA AHTIIHIACKOM
H3LIKe.

OBmiecTBO BUEWT CBOM 34Ja9d HE TONLKO B H3MAHHH DARIHYHBIX
CHOBAPHEIX MAaTepHaloB, HO M B XOHOEHTPAIME M KOODJHHAIKH IeKCHKO-
rpacdrUeCKIX CHN YXPAWHE] H IPYrUX CTPAH, B OPTAHHA3ANMHE M NPOREJeHUN
KOH$epeHIHH, ceMuHApoB, obcyxpmennit, C 1994 roga XapeKOBCKOE
JeKCHKOrpaAdbHYLCKOS OBIMECTRO SBIIeTCH WICHOM MEXIYHAPOJIHON Opra-
Hu3amuy gexcukorpador EBPAJIEKC u MeXIyHAPOIHON aCCOIMAIlHH
IpenogasaTele pycckoro f£3mxa H HTepaTyYpet MAITPAIL, O6mecTBoM
YCTAHOBIEHEI NMPpodeCcCcHOHANRBHEE CBA3M ¢ JlekcHKorpadhnueckuM HeHTPOM
YHHRepCHTETa I. Brcerepa (BenmuxofpuTannd), ¢ H3NaTenseTBAME JIXOH
Bennxamen (Connannus) ¥ Keprepman (Mapaunn), ¢ xxypuanoM "S3bIkn
MHpa” (l'epMaHHA), CO MHOTHME IPYTHMM JIHHBHCTHUSCKHME LIEHTPAMY.

2-as MexgyHaponHasn KoHdepeHus X apLKoBCKOTO JICKCHKOrpabUIecKoro
obwecrea (Anmywrra, KpeiM, 25 - 27 mas 1995 )

Ha 2-yx0 Mexnyaaponuyio koddepeniuio "CoBpeMeHHBIE TPOSIeMEI
mexcErorpadmun” cobpanuch yuensie us Xapexosa, HoHerxa, JCUTOMHDA,
Onecesr, Cumdbeponons, Mockser, Jlumenxa, Opna, Tambopa, Muuypurcka,
Bragumupa, I'ranscka, Marne6ypra, Knareadypra.

Ha otkpertie XoxdepeHUun ¢ 0030PHEIM METOIONOTHYECKUM IOKNai0M
HA TeMy "AHTOHMMUY JIEKCUKOrpaduH~ BREICTYIHI KOOPAEHATOD XaphKob-
CKOTO NeKCHROorpadmyeckoro 06mecrea B.B, [Iy6HYHHCKHAH,

DpunusnyansEsle npobnemsr TepMUEOTpadHE K "TEPMHHONOrMYSCKHX
KJIodell” OCReIlainchk HAa NEepBOM ILIEHADHOM 3acelaHMH B Joknane B.d.
Hosoppadopo# (Mockpa). Taxxe HA NEepEOM ILNTEHADHOM 3aceJaHMH
pasropencd NPpUHLIKMTHATLRELIA fuenyT no goxnany M. Ipaéexen (Unavbexk)
"IloTeHUMANLHLIA CNOBAPL YUAIIETGCS: MOEATHE M ITPUHITAILL OMACAHKA .
YyacTaukH KOHDepeHIHN OTMETHIIH, YTO HCCIEeHOBATENL CTOUT HA MOPOTE
HHTEPECHLIX OTKPBITHE B TEOPHY A3BIKOZHAHKMA H METOINUKE TPEITOIABANHAS
H3bBIKODB,
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C HHTepeCHBHM, OCHORBOUONATAIIIHM NOKIanoM BeICTYOHI B.M.
Huxonor (JImmenk) "CoBpeMeHHAaS JHMHIBUCTHKA H DYCCKAA JEKCHKO-
rpacdus; COCTOSHAS H MEPCOOKTHRL! B3AUMOISHCTBYS ",

BOnpoCe! IHHTBHCTHYSCKOH TEOPUH B JNSKCHKOrPADUISCKON NPAKTAKS
OnITH rayGOKO oceemmeHnkl B goxnamgax A.B, Ilerpora (Cmmdepomons)

"IlocTpoeHne YaCTUYHO-THE3A0BOTO TORKOBOTO CNIOBAPA CHOXKHEIX OTTIIA-
ronhﬂbrx meﬂ , E.B. Anrabaenoit (Muaypmack) "K onpenenennn TepMHEHA

"onTaTHE" B camnape NHHTBACTHYECKHX TepMuHOR", B.B. IIniGynnknaHa
(Xapexos) "K opobiremam npeseHTamyun JeKCHKHA CTYASHYECKOTO COMHO-
JIeRTa B CIIPABOYHO-TONKOBOM CIIOBAPE HAYYHOTO THIA".

B coobmennn AJL. IMapanxuna (TamBor) "I'pammaTHEa KAk OOBEKT
rexcrkorpaguu” paccMATpHBAACE NPoONEMa BKIIOYEHWS [PAMMATH-
YaCKOr0 MATEDHANA B JIEKCHKOrpadHuecKre onucanmsy. Be pemerme non-
3XHQ OCHOBBIBATHCSA HA FPAMMATHYECKOH KOHIEIINH, KOTOPAS YIATHIEAET
‘B3aUMONEHCTREYE IEKCAKH U TPAMMATHKH,

B noxnane T. Poitrepa (Knarendypr) "Jlexcuxorpaduveckos onucasne
SKIUCTEHHAANEHEIX TATOOB PYCOKOrQ H HEMEIKOIQ S3LIKOB" M3 YHCHA
ORITHAHEIX THATQIOCB PACCMATDHBANNCE TADLI CAVYAMLCR/CAYHUMGCR, RPOUC-
xodumu/npo3otimu, THATOIEL Ouimb W HOmMu, a TAKOKe HX HOMEUKHe DKBH-
BajeHTHL, [N PYCCKOro S3hka 06CYyKIAnACch 0COGSHIOCTH YIOTPSONHNA
THATONOR NN BRIPAKEHWS PA3HEIX 2CHEKTYANBHBRIX 3HAaYeHHH (MHOTO-'
KpaTHOE, UPOIECCHOe, 0bMedakTHYSCKOS i TOYSYHOB), YKAIBIBANOCE Ha
YCTONYMBOCTE COMETAHMHA ¢ MAHHBIMA TIATONAMM B DYCCKOM H HEMELIKOM
H3LIKAX.

BOIIPOCEI COMOCTABRTENEHON IMHTBHCTKE K TeKCHKOTrpahuy ObIITH TAKNE
oceemieHbl B BRICTYmIeHusx E.B. Koransuyk (Baamumup) "Opaseo-
JOrHYecKHe 8THHHNEE CO 3HAYSHASM TOBOPEHHSA H MOJNYAHUA B PYCCKOM H
aurnufickoM s3pikax” u B.H. Kauucrparenxo (Xaprpkos) "Bripaxenue
aIbeKTHBHBIX XaPAKTEPHCTHK B PYCCKOM H (bpaHIYICKOM A3BIKAX .

Coobenne A, Ilereiry (Praneck) “Jlekcuueckne WHAQRATHY B COBpE-
MeHHOM PYCCKOM H HONECKOM A3BIKAX K HX JEKCHKOrpachHEIECKOS OIMH-
canue” BLRLIO MOCBAINEHO CEMAHTHYSCKHM HHHOBAILIHAM, KOTODEIS BRI3BAHLI
HAMEHSHHEM CTepPeOTHIICB M KPATEPHEB OIEHKR MHOrHX roHstai, Ha ux
OpuMepe BHAHO, KaK AKCHONOTHYeCKas MIKAJNE, ONHPAIOINASCH HA AXTYAILHO
AeHCTBYIOIIYIO CHCTeMY IEHHOCTeH, BOIJIOIIAeTCS T4KXKE B H3BIKE,
OKa3LIBAET BIMAHMUE HA BLIOCD, NePeOUeHKY B HHTEPIPETALMIO JICKCHYECKHX

- QETHHHL, :

Cexknua "TepMu=orpadnd” OCHOBHOS BHHMAHHE YHEHHIA 06CYXKIEHUIO
opofneM MepeROTHEIX TEPMHEHOJOTHYSCKHX CIIOBAPEl B TPYIHOCTIM CTAHO-
EneHuS YKpamHCKOH TepmuHoyoruu: JILA. ITlonomaperko (PKurommp)
"IIpMHIANEI COCTARICHHA NBYASHYHOIO CAOBADS TEPMHHOB LS Y4eOGHEBIX
nexei”, JI.I'. Bogpora (Xapexor) "TepMiHEH-CHHOHIMU 2K 06'€KT TepMIHO-
rpadii”, H.A. Kapousauunit (Jonenk) "CemanTizanus TePMHHEA B YdeOHOM
cnogape”, C.H. Eppoumenko (Xapekop) 06 yueOHOM ¢nosape XMMHYECKHX
TepMHHOB ANd IONTOTOBHTENLHBIX daxkyasTeToR”, E.A, Ilenomos, FO.A.
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PoManor u C.B. Japunesna (Xaperxor) "TIpHHIMIILI COCTABIGHNS PYCCKO-
AHTNHACKOTO CIOBApS MaTeMATHYeCKHX TepMmHHoB”, B.¢. Horogpanora
{(Mocksa) "TIpHHUMIIL! COCTABIEHHs YUeGHOrO CIOBADS CPTONCHTHYECKHX
repmunor”, K, amnd (Marnebypr) "6 ombiTe mOATOTOBKH CHoBapeil mo
COBPEMEHHOM SKOHOMHYECKON TEPMHHOIOTHE ",

HoBril HMIYNLEC B NHTEPATYPOBENMUECEYIO JIBKCHKOTPahWIO BROXHYIH
coobmenns B.II. Haorora (Open) "Pycckue macatenu. JIMHrBOCTHIHCTH-
qeckai Tesaypyc” u "CnoBaph MHIMBHIY&NBHO-aBTOpckuX ciuos B.C.
BrICOIIROID™,

OcHOBAM KOMIOLIOTEPHON AeKCHKOrpadun 0bIT TOCBAIeH Hokaax WA,
Herwmxoit (Xapekos) “TIpoGueMsl CO3MaHMA ABTOMATHIECKOTO KOMITLIOTED-
HOI'O CIOBaps .

C HOBRIMH CIIOBAPHBIMHA IPOSKTAMHE YIACTHMKOR KOHdepeHIIHH ITO3Ha-
xomEnu H.A. Besxosa (Mocksa) "O HoBOM usmarud " Opd0os5nHYECKOro
croeaps pyccxoro sapixa”, H.I'. Heawosa (Onmecca) "O npuuOanmax co-
amanus Y4e6HOTO TEMATHYSCKOrO CIIOBADA-MUHHMYMA MHTEPHALHOHAIEHEIX
KOMIIOHEHTOE Memwunuckux tepmupos” ®m QK. Pomanora (Omecca)
"¥uyeBHEIH CNIOBADL HEONOTK3MOB PYCCKOrO %3kIKa (K IIOCTAHOBKE
npobieMsar)”.

Hcnonszopadre HEYX paboyMx A3BIKOB XKOHdepeHInH (pycckoro M
YKPaHBCKOTO) He 3aTPYJXHANIO NPpopeCCHOHANLHOrO 06ILeNHs H aJeKBaTHO
ofiecneysBaI0 MOJHOE B3AKMOMOHUMAHKE YYACTHIKOB KOHGEPEHI[HH,

Av6unuurckuti Bradumup Baadumuposuy

KoOprHHATOP XApLKOBCKOTO NEKCHEKOrpadHYecKoro o6LecTra
Arnpec: ¥Yxpauna, 310023 Xapekog, yu. BecHuna, 5-A,
HORrOTOR. pak-T XaphK. MONMUTEXHMY., YH-TE,

XapekoBcKOS JeKcHRorpadurwecKose 08HIeCTRO.

Tear: (0572) 45 01 02; Ten + daxc: (0572) 43 50 54
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M. Wachtel, Russian Symbolism and Literary Tradition (Goethe, Novalis and
the Poetics of Vvacheslav Ivanov), The University of Wisconsin Press, 1994,
260 p.

Barnarue 3Toi KHETH GOPMYIHPYET CEPhE3HYIC TEOPETHIECKYIO TTpobie-
MY, KOTOPYI0 HCTOPHMKH PYCCKOH IHTEpaTyphl HEPEIKO MIHOPHPYIOT, TIpe-
nposoxkaasd ee MUGHUeckuM "GynyIINM HcclenoBaTensM”. Ilomaaronorok
MEPEBOAHT BOTIPOC B 00MI0G0BAHHY "THTepaTYpOBEIcHNAeM hakTa" IATepa-
TYPHO-HCTOPHYECKYIO ILIOCKOCTh, MOHOTOHHEH JlaHmmadT KoToped Hapy-
mracTes munib croBoM "The Poetics”. B cymHocTi, HankucaHHas KHUTa 50Tb-
mie OTHOCHTCS K IIOA3aroloBKY, UYeM K 3arlaBHI0 (KOMIIETCHTHAsR, HO He-
CKOJBKO HHOPOIHAS B TeKeTe NONeMHKa ¢ XapaneicM BIyMmom — He B cdet).
Onrako kuera M. Baxrensi — He cBog nadopmany o lete u Hosamuce y Ba-
yecrara MBaHOBA, He KaTanol "3aHMCTBOBAaHWE H BIMSHHUE", HO HeNsHOS H
yOelNTeNIbHOE HayyHOE ITPON3BefeHKe. Pagn cTpoMHOCTH 3aMBICTA ABTOP
SKEPTBYET He3bHIOAeMbIM IPHHINTIOM TMOTHOTH (akTHUeCcKOre MarepHalna,
HCKIIOYAs W3 PACCMOTPEHHESA HBaHORBekUi Meperol "Prometheus'a” Tete (Mit
reveals of Ivanov's creative interest in Goethe™); ne Meroaser oH ¥ 3HAHHEM
APXHMBHBIX MATEPHATIOB, OTMEPSS HX CKYIIO K 00IyMaHHO.

TloMuMO yoKe YIIOMSIHYTOH THCKYCCcHH ¢ BIyMoM, BO BCTYIIIeHHA ("Intro-
duction") BaxTenn EXpaTIe HATATaeT HCTOPHIO PYCCKOrO TepMaHOHILCTRA,
BalIOMYHAs TUTATENI0 NepeBONUECKyI0 JeATeIbHoCTE 2KyKoBCKoro, rerelb-
SHCTRO MBAANATBIX rofoB XIX Beka W MHOTHe ApyTHe SMH30MH. BaxTenb
BIIONIHE OTHAET cefe oTYeT B TOM, CKONb MANO PYCCKME IIEJUIMHIH, KAHTh H
HHLIIE TIOXOAHTH Ha UX Hemenkue obpasusl (cM., Hamp.: "As Bely's ‘strong
misreading’ suggests, Symbolist reception contained a marked creative compo-
nent"). HauBonee nHTepecHad YacTh BBEICHUS PUCYET KOHTYpH TeMbl "Bsige-
cras MBadHoB H HeMeLIKAs XyJRTYpa". 30eck BaxTenmio ynaeTcs B HEMHOIHX
CNIOBax CKa3aTk MHOIOS H O CTYIEHUECKMX 3aHATMsX MBaHoBa HeMeLKOH
JTHTEpaTypoi, U O eI'0 HeNPHASHH K HEOKaHTHAHCTBY H Oe3pasNHMuUKH K He-
Melxoli nessHH XX Beka, M, HaKCHell, O TOM TIPEOOONeHHH PYCCKOro 3MH-
FPaHTCKOTO KOMILIEKCE, KOTOPBIM OTIHYANACE MHOTOCTOPOHHAN H MHOIO-
A3BIYHASA JEATENRHOCTD VRanopa B 20-e—30-¢ rons.

Iecne zapepinenna "pamousoi” yactu B rnase 1 ("The Years of Appren-
ticeship: Vyacheslav Ivanov's Lehrjahre") HauRHaeTCS KPONOTIMBA TIPOPH-
COBKA OJIHOI H3 IBYX OCHOBHBIX MWHHH Hccelenoradns — "Tere n noaTtuka
Bsuecnasa MBaHopa". Cpoero pola npeaplcTopueH OKasbiBaeTcs 3aech "Pyc-
ckuit @aycr” (1887), yueHuueckas BapHallHs Ha DETERCKYIO TeMY € HEON( K-
HAaHH:IMH anmesrami Ha "Bopuca logynosa". B TRopuecTBo MBanora, aprio-
ri spenoe W BpadkHeSHoOe K XPOHONOrHH, "Pycckuii DaycT" BMeIaeTes ¢ Tpy-
pom: "It is curious that Ivanov focuses intently on the opening scenes of Faust.
Already in Pilot Stars ("Kopmupe 3Bespet” (1903), neppas Mo3THYECKASS KHH-
ra Ueanosa — K. I1.) he displays a marked preferense for the mystical, lyrical,
less plot oriented part of Gaethe's Faust", Cnenyroiyit "reteanckudi” Teker —
craxoTeopeHre 1899 r. — Takxke ckopee HacuenyeT TwoTuesy u Baparmin-



338 Rezensionen

CKOMY, HeKel Beipakaer Hsanoba. Kak nokasssaet Baxtens, I'ete BxouT
B TBOpIecKy10 Guorpaduio HBarnosa He wepes IIepeBoAH H MAHSTHPHXH, HO
yepes gpamarudeckue orHoloeHWs ¢ JIJI. 3unosresoli-Annu6an. Brnomme
NO-CAMBOMHCTCKH FIBAHOB TIpeBpaniacT TEKCThl B TROPUECKHE ¥ KH3HEHHbIS
YCTAHOBKH, OrTLANEBAACE HA ['eTe H B HTAIBAHCKOM IYTCINECTBHY, H B CO-
crapnenuy "Kopmuux 3sesn”,

Bropas ranapa ("Ivanov's Bride of Corinth: Intreduction to a Syncretic Poe-
tics") mokaseiBaeT MBaHOBA y2Ke BO BCEOPYIKHMH IMOYTHUECKOrO M KPHTHYIE-
CKOI'0 MacTepcTBa. JIeMOHCTPHDYET MAaCTEpPCTBO H erd MHTSPIIPETATop, He-
g pya cyOTEKET reTeBeKol Galmafbl B CTHXAX H TPO3¢, HAKAK SKCINH-
LHMTHO Ha ['eTe He yKaablBaiomuX. [[HanasoH BLIABISEMBIX PEMHHMCHSHITII
(ot "relatively simple use of intertextuality" mo "specific motivic and overarch-
ing symbolic echoes”) mozBonser peansHe OLIYTHTE MNIyGHEY H MHOIOCIION -
HOCTE HO3THYecKOre Mupa HeaHoBa. Y iyOmeHHE TeKCTyaNBHEI aHATHS B
TpeThell rmaBe ("Faust and Ivanov's Conception of the Symbol") emensercs
BelsicHeHUeM dunocodekol momromeku MudoTBOpIecKoro cOmokenus [e-
Te 1 B. Mpauora. IHTEpKOHIIEITYANBHEM 9BEHOM 31eCh (KAK 9acTo H HIEKE)
okasmBaetcsa B.C. Comopees, umenyeMbll "HecmnatoHukoM”. Heonnaro-
HHUAM [IOHHMAaETCsl aBTOPOM Tak 1mmpoko ("Ivanov's worldview is essentially
Neo-Platonic, based on a dualism between the phenomenal and noumenal
worlds"), UTo B ero mEpoxoe pycio, HapAAy ¢ HRAaHOEHM, MOMANAIOT He
TOIIBKO BCE CHMBOIMCTEI, HO H GOIBIIMHCTBO HX NOITHYECKAX M (HIOcod-
CKHX NpeAlIecTBEeHHUKOR, Ho Beren 3a ofIIHM BHISBISETCS W YACTHOS —
OeTaimsHO poAyManaas NeaHOBEIM KOHISIUHA "pealHCTHHUECKOT'O CHMBO-
Jmama”. B GopeGe ¢ xpoHOKpaTHYecKoH morMarwsaipel Teopuecrsa Wnanos
TIEpPEeBOIHT SHAMeHHTOE reTeBckoe "Gleichnis” kak "cumpeon™ — "realia”, Ho He
"realiora”... B cnexyromet rnaee ("Faustian Allusions in Pilot Stars, Transpa-
rence and Tender Mystery") M. BaxTenh NokaspiBaeT, KaKue HIMCHEHHS
IIPeTepIeBa0T OCHORHEIC NMOHATHS T'eTEBCKOH 2CTETHKH H HaTypdHIoco-
thud, acCHMHAIHPYSCE B XyHosKeCTBeHHOM MHpe HMparopa. Hecxoxkee cxom-
CTBO TeTeBcKoro "Abglanz" U HBaHOBCKOro "OT3BYK" — NHITL OXHAH H3 He-
MHOTHX IapalielbHbIX PANOB, BEBICHHEX ABTOPOM KHHTH.

Bropas gacts kauru {"Ivanov i Novalis") B caMom nayasne 0GHapyKHBAET
pesKoe HeCXOACTBO ¢ nmepsoil. Heanobckne 1mepesonst w3 [ete mokasanuck
ABTOPY INSI PAcCMATPHBaeMOI TeMbl MAJOCYIIECTBESHHBIMHE, TIEPEEOTH H3
Homanuca, HanpoTus — HanGonee cyuecTseHHEIME: "Completed in a mere two
month during a time of personal crisis, they served as a defining moment in Iva-
nov's poetic and spiritual development”. Kak u I'ete, Hopamuc G:UT BEIOM pyc-
CKOH KYJIBTYPe Ho KpaliHell Mepe co BpeMeHM 2KyKoBCKOT'O, HO MUCTHYE-
CKWH UMIIYABC €r0 MO33HH OB BOCTpeGOBAH M 3afeHCTBOBAH B SCTETHYE-
CKHMX criopax nyint B Hauane XX B. IIpuBonuMstil B KHHI'e CITHCOK IIEPEROJI-
YHKOR, AHTEPIIPETATOPOR, NponaranmiucTos Hopamica BeckMa BEYIIHTENEH,
Ho 110 ¢lrobaM BaxTeins, "no one took more serious steps to propagandize Nova-
lis than Vyacheslav Ivanov". Utobb! cTaTe ABTOPHTSTHEMY B CHMBOITNIECKOH
CHCTEMe IEHHOCTEM, ntepeponnl 13 Hepamtca nomkaet GBI CTATh HE TONBKO
TBOPYECKOH ymauelf, HO H JXH3HeHHOH npasgodl ux astopa. Jlus storo, B
CBOIO 0Uepellb, IGKCHKA, CTHIMCTHKA, 4 Togdac i Tommka Hoepandca momkHE
OHITH W3MEHWTECS, IIPHMEHAACh K TPeGOBaHAAM 3CTETHKHE H 003THKH Hea-
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#osa. JeKTHBHLIA TIpHMEp 3TOr0 IPHCNOCOOGNEHHA — CpPaBHCHHE
yepHoBoro (Gomee TowHoro!) n Genoeoro BapHaHTOB IepeBoma "Geistliche
Lieder": B mocleqHeM MOSBIACTCS OTCYTCTRYIOIEE B OPHTHHAIE, HO YPEaRLI-
uaifHo paxHoe Ius Meanosa cioBo-rnionsaTHe "MHK" (CM., K IPHMEPY, €I'0
cT1areio "JIHK ¥ uuHAA").

Hecnenosanne nuaHocTH MBaHORA B NiepeBonax w3 Hosanuca IrpoIoika-
etcs B clegyrouteit roase ('Zhiznetvorchestva: the Conflation of Art and
Life"). M. BaxTenrs He pa3fenser NpAcyIed MHOFHM aRTOpaM HaHBHON Npu-
BEPKEHHOCTH CBOMM IIEPCOHEKAM 1 Ge3pasIndns K JPyriM ITapajuIeIbHbIM
SBINCHHAM: OH, HATPHAMED, HE OTKA3SBIBAETCA BHIETh B OTHOIHECHHAX HWraHora
u J1.JI. 3MHOBLEBOH-AHEHOAT YepTH nuanora flanrte B Bearprde. OnHAKO
MEPBOOYENEIHOE BHAMAHHE TIPHRICKANOT, KOHSUHO, ITapallelH, OTCRLIIaK)-
¢ K TROPYeCTBY HoRamtca ¥ poMaHTHYCCKOH JETCHIB! O HEM, COBTaHHOH
JI. Tukom ¥ TrogxpaveHHo#d HMpamosiiM. B cnenyromed rnaege ("Beyond
Translation: Novalis as a Sourse for Ivanov's Poetry") BrlsABJIeHAE ClICI0B RIIA-
sHrA HoBamHca NIPOIoKaeTea YoKe 5a HpenenaMy nepesona. Pasrosep, Ta-
KHM oﬁpaaom, BOZBpAIIACTCHA K PEKYPPEHTHOCTH OCHOBHEIX MOTHBOB HEBa-
HOBCKOH 3CTETHKH: FOBOPA O CTHXOTBOPeHUH MBaHoBa "Becn” ¢ 2nmurpatpom
13 Hosanuca, Baxrens otmevaet, 910 "most of the allusions to ‘Liebeszihren,
Liebesflammen’ refer not directly to Novalis, but rather to Ivanov's own Novalis
translation".

3HavATENBHMHA WHTEpEC NPEINCTABIAET 3aKIIOUHUTENEHAA IlaBa KHHT'H
("Metrycal Semantics and the Hymns to the Night"}. 3auacTyio paccy>xaesys o
CEMAaHTHKE METpd B HCTOPHKO-IHTEPATYPHBIX HCCICHOBAHHAX CBOIATCA
TG K COHYEHHIO METPHKO-TeMAaTHYIECKHX ocofeHHOCTEH aHATH3HPYEMBIX
TEKCTOE ¢ H3BESCTHRIMHY "mabnonaMu” M.JL. Tacmaposa u K.@. Tapanoscko-
ro. BMecTo 3TOro ManonpeIyKTHBHOIO 3aHATHA BaxTens BHOBL 00pamaeTcs
K CMBICIOBBIM DAAITHYHAM JBYX XYHOXKECTBCHHBIX CHCTEM, CKPHITEIM 1107,
MACKO# 9KBHMETPHYHOCTH.

Jakmouerdre ("Conclusion") HoIBOIUT HTOrH KPOIOTIHBOIG H ILIOLO-
TBOpHOTO aHanH3a: "Ivanov's reception of Goethe and Novalis represents an es-
sentually agglutinative approach to tradition. For Ivanov, these writes were clas-
sics not only because they comprehended and expressed certain fundamental
troths, but also by virtue of the powerfull they gave to future generations", Brl-
BON MOKET NMOKA3ATECA CKPOMHEE NPEHNIEZKAIEro My Tpyla, HO TAKOBA YK
TBOpYECKAs MaHEepa aBTOpA: BKYC, UYBCTBO (OPMBEI M BEPHOCTE 3AMBICHY
MOSBOIMIAH EMY CIENAaTh aHAJIMA CIOXKHBIX NPoblieM JIErKHEM IS YTGHMA.
Jeno unTarens — MPoHTH Beck NIyTh BMeCTe C aBTOPOM, He CODIIASHHUBIINCH
NerKOCTHI0 OBEPXHOCTHOTO BOCIIPHSTHA 9TOH cephedHON H YBIeKaTeIbHOH
KHHUCH.

K.IO. ocToyTenko
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Krise der Aufklirer und neue Solisten. Russische Literaturzeit-
schriften 1993-94

Die Geschichte der russischen Literatur hiingt eng mit den Formen ihrer
Vermittlung zusammen, zu deren wichtigsten die literarischen Monatszeitschriften
gehoren. Seit Beginn des 19.Jahrhunderts sind sie gewissermaflen ein Modell der
literarischen und gesellschaftlichen Kommunikation in RuBland. Sie waren in
verschiedenen Epochen jeweils ein Spiegel des &ffentlichen Austauschs der Ge-
sellschaft und haben zugleich den literarischen ProzeB entscheidend mitgepriigt.
In den letzten Jahren der Perestrojka sind diese traditionsreichen sogenannten
"dicken” Zeitschriften in eine tiefe Krise geraten, was vor allem durch die wirt-
schaftlichen Probleme der Umstellung von verstaatlichter zu marktwirtschaftlich
orpanisierter Kultur bedingt ist, aber dariiber hinaus ein Ausdruck tiefgreifender

- Umbriiche in der russischen Intelligenz und ihrer literarischen Kommunikation
ist. Nach dem Abbau der Zensur, der die Schranken zwischen ehemals getrennten
kulturellen Sphiren gedffnet und den literarischen Untergrund aus Vergangenheit
und Gepenwart gleichermaBen an die Oberfliche gebracht, d.h. éffentlich verfiig-
bar gemacht hat, sind neben die etablierten Zeitschriften auch neue Formen litera-
rischer Periodika getreten. Diese kénnen zwar quantitativ den dicken Zeitschriften
keinerlei Konkurrenz machen, aber einige von ihnen stellen qualitativ eine nicht
zu iibersehende Herausforderung dar, was auch bestiitigt wird durch die Tat-
sache, dab zwei neue Zeitschriften, VESTNIK NOVOI LITERATURY und SOLO mit
dem 1992 erstmals verliechenen englisch-russischen Booker-Preis ausgezeichnet
wurden. Es wiire eine lohnende Aufgabe, den ProzeB der Verzahnung verschie-
dener Literatursphiiren anhand der Vertinderungen der literarischen Periodika zu
untersuchen. Der vorliegende Artikel will ein erster Schritt dazu sein, indem er
einen Uberblick iiber die derzeitige Landschaft der literarischen und literaturwis-
senschaftlichen Periodika gibt, in Umrissen die Situation und Tendenzen eines
Profilwandels einiger traditioneller Zeitschriften aufzeigt und demgegeniiber eine
Reihe neuer Periodika vorstellt. Zum SchluB werden mit NOVOE LITERATURNOE
OBOZRENIE und DE VISU zwel literaturwissenschaftliche Zeitschriften neuen Typs
etwas niher beschrieben.

Eine historische Institution

Ein kurzer Riickblick auf die Geschichte kann die Stirke der Tradition der dik-
ken Zeitschriften, thre gesellschaftliche Bedeutung und ihre enge Verflechtung mit
der Literatur vergegenwiirtigen. Schon im 19, Jh. gruppierte sich die oppositio-
nelle Intelligenz um einige literarische Zeitschriften, im Unterschied zur Tages-
presse, die hiufig wesentlich staatsniiber und -abhéingiger war. Oft wurden die
Zeitschriften von namhaften Dichtern und Schriftstellern gegriindet und geleitet
(VESTNIK EVROPY von V.A. Zukovskij und N.M. Karamzin, SOVREMENNIK
von A.S. Puskin, OTECESTVENNYE ZAPISKI von N.A. Nekrasov, VREMIA bzw.
EroCHA von F.M. Dostoevskij)!, was ihr Ansehen steigerte und den engen
Zusammenhang von Literatur und gesellschaftlichem Engagement bestiitipt, Die
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meisten der groBen Romane von Tolstoj, Turgenev und Dostoevskij erschienen
Zun#chst als Fortsetzungsfolgen in den literarischeh Zeitschriften und erst spiter
als Biicher. Auch die Herausbildung der spezifisch russischen Form der Litera-
turkritik in ibrer halb literarischen, halb publizistischen, breit risonnierenden
Ausprigung, die ganz im Gegensatz zur westeuropiischen Form von Rezen-
sionen literarischer Neuerscheinungen in der Tages- und Wochenpresse? steht,
hingt eng mit der Institution der dicken Zeitschriften zusammen. - Im 20. Jh.
setzten sich diese Traditionen im wesentlichen fort. Man denke an die Bedeutung
der symbaolistischen Zeitschriften MIR ISKUSSTVA oder APOLLON, in den 20er
Jahren an die avantgardistischen bzw. proletarischen Zeitschriften LEE/NOVYI
LEF und NA PCSTU oder an KRASNATA NOV'. Zwischen 1930-53 wurde die An-
zah) der dicken Zeitschrifien extrem reduziert und durch politische Gleichschal-
tung beschnitten - verboten wurden n.a. LITERATURNYT KRITIK 1940, 1942
KRASNAJA NOV' und LENINGRAD nach dem ZK-ErlaR gegen Achmatova und
Zo%%enko von 1946, Aber kurz vor und nach dem.20. Parteitag bewirkten etliche
Neugriindungen seit den spiiten 50er Jahren eine Wiederbelebung der Land-
schaft: 1955 wurde JUNOST gegriindet, 1956 NAS SOVREMENNIK, 1957 MOSK-
va und VOPROSY LITERATURY, 1958 RUSSKAJA LITERATURA, 1963 kamen
MOLODAJA GVARDUA und 1973 LITERATURNOE OBOZRENIE hinzu. Vor allem
in der Tauwetterperiode entwickelten sich einige Zeitschriften zu Institutionen
einer kritischen Gegendffentlichkeit, indem sie die ans ideclogischen Differenzen

_innerhalb der politischen Fithrung erwachsenden begrenzten Spielriume nutzten.
In den sechziger Jahren expenierten sich in gegenseitiger Konkurrenz besonders
zweil Zeitschriften: A, Tvardovskijs NOVYJ MIR mit ihrer sozialkritischen Aus-
richtung, und OKTJABR', die unter V. Kotetov eine eher sozialpidagogische Li-
nie verfolgte. Die Funktion jener Publikationen und Redaktionen fiir die Aus-
differenzierung einer ganzen Generation 146t sich vielfach belegen und wurde z.T,
bereits wissenschaftlich analysiert.? Nach dem erzwungenen Ende des liberalen
Kurses von NOVYT MIR und der Absetzung Tvardovskijs als Chefredakteur 1970
verinderten sich auch die Konstellationen und entsprechende Bindungen von
Autoren und Kritikern an Zeitschriften. In den siebziger und friihen achtziger
Jahren profilierten sich ehemals zweitrangige Zeitschriften wie DRUZBA NA-
RODOV und NAS SOVREMENNIK, indem sie die bekannten Autoren fiir sich ge-
wannen, vor allem aber indem sie durch ihre publizistischen Beitrige ideologische
Lager formierten. Nach der Parteiresolution fiir eine strengere ideologische
Kontrolle durch die Literaturkritik 1972 wurde die Zeitschrift LITERATURNOE
OBOZRENIE gegiindet. Die sogenannte Stagnationszeit ist gekennzeichnet durch
zwei verschiedene Tendenzen: wihrend eine schiirfere Polarisierung in nationali-
stische (um NAS SOVREMENNIK gruppierten sich MOLODAJA GVARDIJA, MOS-
KVA) und liberaldemokratische Programme die ideologischen Lager immer mehr
trennte, riickten gleichzeitig innerhalb dieser Lager Zeitschriftengruppen zusam-
men, wodurch sie einander immer &hnlicher wurden.

Die kultursoziologische Bedeutung der 'dicken" Zeitschriften
Als Institution aber bildeten die literarischen Monatszeitschriften eine Siunle der

Wort- und Lesekultur und iibernabimen dariiber hinans Funktionen der individuel-
len wie kollektiven Identitiitsbildung und Selbstvergewisserung. An ihre Redak-
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tionen richtete sich eine Vielzahl von Leserbriefen, so dafi sie auch ohne deren
Veroffentlichung ein wichtiges Bindeglied zwischen Autoren und Lesern darstell-
ten. Thre Wirkung erstreckte sich auf die sogenannte "humanitiire"4 und techni-
sche Intelligenz der Metropolen wie auch der vielen anderen Stidte des Landes.
Sie vermittelten zwischen geistiger Elite und breiter intellektveller Mittelschicht,
zwischen Stadt und Land, auch zwischen den Generationen. Ihre Bedeutung im
ProzeR der gesellschaftlichen Gruppenbildeng muB sehr hoch veranschlagt wer-
den. Mansche Soziologen schiitzen sie heute béher ein als die der neuen politischen
Parteien.

Die Wirkung der dicken Zeitschriften lag vor allem darin, daB sie mit jeweils
eigenen programmatischen Konzeptionen durch ihre Kontinuitiit und Regel-
miBigkeit relativ kenstante Leserschaften an sich banden und so deren Bewuft-
sein 2.T. tiber Jahrzehnte hinweg prégten. Ein dem Miindlichen angeglichener Stil
und der familifire Gespriichston, hdufig mit dem verschieden auffiillbaren "wir"
der ersten Person Plural, gehoren zu ihren typischen Merkmalen. Durch all dieses
bildete sich jene Homogenitit des Diskurses® heraus, die - gerade ans der Riick-
schau sich nun auflésender Strukturen - von einem relativ geschlossenen Rezep-
tionskreis zu sprechen erlaubt. Bestimmte Verdffentlichungen - nicht nur spekta-
kuliire literarische ErstverSffentlichungen, sondern auch literaturkritische und
publizistische Texte - wurden zu pesellschaftlichen Ereignissen, 16sten breite Dis-
kussionen aus; durch diese Selektion floff stindig ein informelier Strom von
Themen, Werken, Problemen mit einer jeweiligen Bedeutungshierarchie, Typisch
fiir die Beitriige vieler Kritiker und Publizisten ist ein an miindliche Gespréchsfor-
men angelehnter Stil mit vielen Anspielungen auf andere frithere Veréffent-
lichungen. Dies deutet auf eine vertrante Leserschaft hin und belegt die Vernet-
zung der literarischen Kommunikation. Uber die Zeitschriften bildeten sich - in
unvergleichlich stirkerem MaBe als in der disparaten westlichen Offentlichkeit -
intcllelgtuelle "mainstreams”, sammelte sich das "symbolische Kapital" der Intel-
ligenz.

Das "goldene Zeitalter" der Literaturzeitschriften (1987-90)

Es ist daber kein Zufal], dafl zu Beginn des Umbruchs, zwischen 1987-1990,
die literarischen Zeitschriften in der gesellschaftlichen Diskussion eine Schliis-
selposition einnahmen, die erst seit Anfang der 90er Jahre z.T. von einer
Dominanz der Tages- und Wochenpresse und anderer Medien abgeldst wird. In
den genannten Jahren exlebten die etablierten Zeitschriften zuniichst einen schwin-
delerregenden Aufschwung, der sich vor allem dem Abdruck von Werken des
ehemals zensierten literarischen Erbes verdankt. Indem sie schneller als Buch-
verlage auf die neue Glasnost' reagieren konnten, durch die zeniral - (iber die Post
- organisierte Verbreitung im ganzen Land und durch das Erscheinen im Mo-
natsthythmus fiir ausfiihrliche Diskussionsbeitriige pridestiniert, steigerten vor
allem die Zeitschriften NOVY] MIR, ZNAMIA, DRUZBA NARODOV und OKTJABR'
ihre Auflagen um 80-430%.8 Bei fast allen stand am Anfang dieses Booms ein
Wechsel der Redaktionsleitungen. Schriftsteller und fiihrende Persénlichkeiten
der Tauwettergeneration lsten die Funktionéire aus der BreZnev- Zeit ab, G.
Baklanov itbernahm nach dem Tod von V. KoZevnikov die Zeitschrift ZNAMIA,
8. Zalygin nach V. Karpov, dem Vorsitzenden des sowjetischen Schriftstellerver-
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bandes, NOVYJ MIR. Den Zensurabbau vorantreibend, stiirzten sich alle Zeit-
schriften gleichermaBen auf das bisher unterdrtickte literarische Erbe, so daBl die
ohnehin nicht sehr stark ausgebildeten Profile sich weiterhin annéherten. Hs gab
kaum mehr "eigene"; fiir das ideologisch-programmatische Profil einer bestimm-
ten Zeitschrift typische Autoren, verschiedene Werke eines Autors - z.B. Bulga-
kov, Nabokov und Platonov - erschienen in mehreren Zeitschriften, mitunter
sogar ein und derselbe Text - wie z.B. Bulgakovs Stiick "Adam i Eva" und A.
Achmatovas Poem "Rekviem".? Eine weitere Verzerrung ergab sich aus der Tat-
sache, daB das fiihrende Genre der "Schubladenliteratur” der grofie historische
bzw. sozialpsychologische Roman war. Der fortlaufende Abdruck so umfang-
reicher Werke wic Pasternaks "Doktor Zivago", Grossmans "Zizn' { sud'ba”,
Rybakovs "Deti Arbata" oder Dudincevs "Belye ode¥dy" machte die Zeitschriften
teilweise zu Anhingseln ihres Primérliteraturteils. Nicht zuletzt dadurch wurde
auch lange Zeit der Weg fiir neue modernere Literatur blockiert.

In den exsten Fahren der Perestrojka verdankten einige der dicken Zeitschriften
ihre- ungeheure Popularitéit nicht nur dem Abdruck von Werken der "Schub-
ladenliteratur”. Bestimmte aufschenerregende Dokumentationen und Beitriige von
Publizisten, Historikern, Literaturkritikern oder Okonomen, wie z.B. A. Selju-
nin, N, Smelev, 1. Kljamkin, A. Cipko u.a. forderten und spiegelten zugleich das
auflerordentliche Interesse und die schnell wachsende Politisierung in der Bevdl-
kerung.10 Diese Jahre, die V. LakZin als "goldenes Zeitalter der russischen lite-
rarischen Zeitschrift" bezeichnete!l, waren erfiillt mit groBen Hoffnungen auf
eine breite Popularisierung der ehemals verbotenen hohen Literatur!2, die sich
spiiter allerdings vielfach als Illusionen erwiesen.

Krisen und Neuanfiinge

Ab 1990/91, noch vor dem Ende der Perestrojka, machte ein neves Presse-
gesetz (Juni 1990) die Losldsung der Monatszeitschriften aus der Bindung an
Schriftstellerverbinde und gesellschaftliche Organisationen méglich, Durch die
Streichung staatlicher Subventionen und durch den Einbruch marktwirtschaftli-
cher Bedingungen gerieten sie aber zugleich in eine tiefe Existenzkrise. Stever-
und Preissteigerungen (die Freigabe der Papierpreise lie diese um bis zu 400 %
steigen), 2.T. politisch motivierte Produktions- und Vertriebsschwierigkeiten
stiirzten die Auflagen selbst der erfolgreichsten Zeitschriften wie z.B. NOvY]
MIR, ZNAMJIA und DRUZBA NARODOV von einem Jahr zum anderen um 75-90%.,
Zusitzlich zum gestiegenen Preis konnten jhre monatlichen Hefte 1990/91 nur in
groBen Abstinden, mit Unterbrechungen oder mit reduziertem Umfang erschei-
nen.1? Dramatische Appelle sprachen vom Ende der dicken Zeitschriften und
damit vom Ende einer Lesekultur, die das geistige Leben und die dffentliche
Kommunikation in RufBland seit mehr als 150 Jahren geprégt hat. Im Februar
1992 schrieben Mitglieder des russischen PEN-Zentrums einen offenen Brief an
B. El'cin mit der dringenden Aufforderung, den drohenden Untergang der Zeit-
schriften durch finanzielle SchutzmaBnahmen zu verhindern. El'cin reagierte
tatséchlich mit einem ErlaB iiber Subventionen, der die Situation allerdings nur
vorubergehend und sehe geringfiigig milderte.!4 Bine gewisse Hilfe beim Uber-
gang zur Selbstfinanzierung brachte erst Mitte 1993 das erheblich groBziigigere
Kulturfinanzierungsprogramm des amerikanischen Milliardéirs . Soros. Bs
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setzte - wohliiberfegt - im Bereich der Distribution an, indem es landesweit den
Bibliotheken Mittel fir die Abonnierung literarischer Zeitschriften zur Verfiigung
stellte.

1993 sind manchen diisteren Prognosen zum Trotz nach wie vor alle bekann-
ten dicken Zeitschriften vom Typ "literaturno-chudoZestvennyj i obi&estvenno-
politi€eskij Zurnal” erschienen. Ihre Auflagen bewegen sich jetzt im Durchschnitt
knapp unter dem Niveau der Vor-Perestrojka-Jahre, haben allerdings weiterhin
mit verschiedenen Finanzierungsmodellen um ihr Uberleben bzw. um Stabilisie-
rung zu kémpfen. Da es ihnen in der Regel nicht gelungen ist, neue Leser-
schichten an sich zu binden, geht die Riickliufigkeit ihrer Auflagen einher mit
einer Alterung der Leserschaft. So wurde z.B. festgestellt, da die nationalistisch
orientierten Zeitschriften zunehmend von #ilteren Angehirigen der nicht-haupt-
stidtischen mittleren Intelligenz gelesen werden, die nach soziologischen For-
schungen als am wenigsten innovationsfreudige Schicht gilt. Proportional zu den
tibrigen Zeitschriften haben sie am meisten Leser verloren und ihre Attraktivitiit ist
seit 1990, laut Umfragen, stark gesunken,!5 DaB ihre Auflagen trotzdem nach
wie vor relativ hoch sind, hingt zum einen mit der Abonnierungstradition von
nach wie vor konservativen administrativen Stellen im Landesinneren zusammen,
zum anderen sind indirekte politisch motivierte Finanzhilfen zu vermuten.'6

Die Krise hat vor allem, aber nicht ausschlieBlich Skonomische Ursachen. Mit
der Auflagensenkung deutet sich auch ein Prozefl der Normalisierung einer vor-
dem iiberméBig literaturzentrierten Kultur an. Die relative Geschlossenheit der
Kemmunikation innerhalb der Intelligenz ist aufgebrochen und weicht einer neuen
uniibersichtlichen, diffusen Offenheit. Die meisten Werke des “literarischen
Erbes" waren bis 1990 gedruckt, der Buchmarkt holte mit neuen Editionen auf,
bisherige auflerliterarische Funktionen, die der Literatur z.T. ihre breite Wirksam-
keit gesichert hatten, entfielen in dem Mafle, wie sich die jeweiligen Beteiche
Geschichtswissenschaft, Philosophie, Religion, Publizistik etc. selbstindig
entfalten und artikulieren konnten. Tages- bzw. Wochenpresse und audiovisuelle
Medien haben gréBeres Gewicht bekommen. AuBerdem ist seit dem Ende der
Sowjetunion das Absatzgebiet erheblich kieiner geworden. Aber auch innerhalb
der Zeitschriftenlandschaft sind die etablierten Periodika erstmals in offene
Konkurrenz zueinander gestellt, in der sie ihre Position nicht mehr unangefochten
behaupten kénnen.

Die Welle der starken Ideologisierung mit dem Hauptgewicht auf literarischen
Werken der Vergangenheit und politischer Publizistik st - etwa seit dem August-
puisch von 1991 - vorbei, und der anffallendste Zug der letzten Jahre ist eine
starke Entpolitisierung. Die meisten der bekannten, NOVYJ MIR, DRUZBA NARO-
DOV und OKTIABR', sind weiterhin dem konventionellen Kultur- und Literatur-
verstindnis der sogenannten Sestidesjatniki und dem Abdruck von Werken aus
der Vergangenheit verpflichtet; NOvYJ MIR, MOSKVA und LITERATURNAJA
UCEBA haben deutlich religidse bzw. religionsphilosophische Tendenzen entwik-
kelt, letztere gibt sich interdisziplindr und hat sich auch den bildenden Kiinsten
gebffnet. NAS SOVREMENNIK, MOLODAJA GVARDIA und MOSKVA haben ihr
Profil weiler in eine aggressiv nationalistische bzw. nationalbelschewistische
Richtung geschirft, Binen gewissen programmatischen Wettstreit, der die frithe-
ren Diskussionen zwischen den Protagonisten SolZenicyn und Sacharov forisetzt,
gibt es zwischen NOVYJ MIR und ZNAMIJA, erstere ist den Texten und Positionen
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SolZenicyns verpflichtet, letztere druckte die Memoiren Sacharovs und vertritt
dessen Positionen,!? Die auf Rezensionen spezialisierte Zeitschrift LITERATUR-
NOE OBOZRENIE versucht sich mit literatur- und lesersoziologischen Beitriigen zu
profilieren. Auf die Herausforderungen neuer avantgardistischer Literatur reagier-
ten nur ZNAMJA und, vereinzelt auch DRUZBA NARODOV und JUNOST'.

ZNAMIA hat ibr Profil in den vergangenen Jahren am radikalsten gewandelt,
vom parteiloyalen Organ der auf Kriegsthemen spezialisierten sogenannten "Sek-
retiirsliteratur” zum liberalen Vorreiter der Perestrojka und schlieBlich seit 1990
zur ersten unabhéngigen Zeitschrift, die sich nur never Literatur aller dsthetischer
Richtungen widmet. Sie druckt regelmiflig neue Autoren der "anderen Prosa”,
darunter den Booker-Preistriiger des Jahres 1993, V. Makanin, sowie zwei wei-
tere Kandidaten, O. Ermakov und F. Gorendtejn, und bemiiht sich auflerdem mit
literaturkritischen Beitriigen um die dsthetische Vermittlung der postsowjetischen
bzw. postmodernen Literatur. ZNAMIA, die nach dem freiwilligen Rilcktritt von
Baklanov seit 1994 von dem Kiritiker S. Cuprinin geleitet wird, kann einen iiber-
durchschnittlichen Prozentsatz junger Leser an sich binden. 18

Die hier in Umrissen beschriebene Situation zeigt, dal es nicht ausreicht, die
Krise der Zeitschriften allein 6konomisch zu begriinden, und daf} eine Deutung
der Entwicklung ausschlieBlich als Niedergang und kultureller Verfall, wie sie in
den meisten Fillen geliefert wird, zu kurz greift bzw. nur einer bestimmten Per-
spektive entspricht. Nach einem letzten und zugleich hchsten Aufschwung bricht
ein endgliltig gesellschaftlich obsolet gewordener Literaturzentrismus zusammen,
der seit mehr als 150 Jahren die spezifische Struktur der russischen Offentlichkeit
gepriigt hat; und schlieBlich ist an der Schwelle zu den 1990er Jahren die inzwi-
schen kulturtragende Schicht der Sestidesjatniki mit ihrer liberalsozialistischen
Ideologie zunehmend unter den Druck der nachriickenden Generationen geraten.
Diese Krise kann also auch als Beginn eines notwendigen Strukturwandels der
literarischen Offentlichkeit konstruktiv beurteilt werden und somit eine Chance
bieten, die komplizierten Wechselbezichungen zwischen Intelligenz und Staat in
der sowjetischen Gesellschaft kritisch aufzmarbeiten. Wenn man das Einpendeln
der etablieren Periodika auf niedrigerem Niveau als Zeichen einer gewissen vor-
ldufige Stabilisierung deutet und den Blick auf andere neue Formen periodischer
Publikaticnen richtet, so wird man nicht mehr nur von Niedergang und Verfall
der Zeitschriftenkultur sprechen, sondern eher von einer Vetiinderung der Formen
des kulturellen Prozesses.

Dem Niedergang an Auflagenhthe und Breitenwirksamkeit der traditionellen
dicken Zeitschriften steht ein Griindungsboom neuer literarischer Periodika ge-
geniiber, der sich schon 1989 abzuzeichnen begann.!? Geférdert und - z.T. nach-
tréighich - juristisch erméglicht wurde er durch das bereits erwihnie Pressegesetz
vom Juni 1990, das erstmals die von Organisationen, Partei und Verbiinden freie
Registrierung von Printmedien erlaubte. In gewisser Weise ist dieses Phinomen
typisch fiir historische Umbruchperioden, an deren Anfang eine Vielfalt verschie-
dener Gruppen, Programime und Publikationsformen steht, die um gréBtmégliche
Originalitiit und gegenseitige Abgrenzung bemitht sind. Einen vergleichbaren
Boom mit entsgrechcndem Formenreichtum gab es zam letzten Mal zu Beginn der
1920er Jahre.29 Die meisten dieser neuen Publikationen werden sich nicht lange
halten. Tm Griindereifer ist es wesentlich leichter, Mittel, Zuwendungen oder
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Sponsoren fiir den Anfang zu finden, als das tragfdhige Konzept, Know-how
und Publikum fiir ein dauerhaftes Uberleben zu finden. Weder in ihren Auflagen
noch in ihrer Verbreitung kénnen sie auch nur anntihernd mit den dicken Zeit-
schriften verglichen werden. Dennoch sollten diese Periodika nicht nur als kurz-
lebige Nischenprodukte einer wirtschaftlichen Krise abgetan werden, sondern
verdienen das Interesse von Literaturwissenschaftiern und Kultursoziologen, weil
sich an ihnen die Umstrukiurierung der literarischen Kommunikation verfolgen
1iBt, neue Ansétze bzw. Typen literarischer Periodika und damit anch Anzeichen
einer Neuordnung des traditionell engen Verhiltnisses von Literatur, Literaturwis-
senschaft und -kritik ablesen lassen. Einige der Zeitschriften - z.B. VESTNIK
NOVOJ LITERATURY und SOLO - scheinen in den vergangenen 2-3 Jahren einen
relativ festen Leserkreis gefunden zu haben und versprechen sich zu halten.

Neue Formen literarischer Periodika

Der vielleicht auffallendste Zug an den neuen literarischen Periodika ist die
Tendenz weg von der Monatszeitschrift zum Typus Almanach, Dies ist sicher
wiederum in erster Linie Skonomisch bedingt; eine in gréBeren Abstinden, etwa
vierteljihrlich oder im Jahresrhythmus erscheinende Publikation erhilt sich das
Prinzip der Kontinuitit und RegelméBigkeit, kann u.U. auch als selbstéindiges
Buch bestehen und 148t sich also unter den gegebenen Umstiinden besser realisie-
ren; auBerdem kann sie sich von dem unflexiblen und seit der Kommerziali-
sierung zum Hemmschuh gewordenen System der Vorab-Jahresabonniering 165-
sen. Im Unterschied zum Almanach enthalten Sammelbiinde, obwohl sie #hnli-
chen Charakter haben konnen, nicht das Versprechen weiterer Fortsetzungen und
konnen sich daher eine gréflere Geschlossenheit vorbehalten, Die Tendenz zum
Almanach oder Sammelband ist aber dariiber hinaus kulturell symptomatisch,
weil sie eine Beschriinkung des Adressatenkreises und damit eine Spezialisierung
bedeutet.

Zwar mufiten sich nach dem Juni 1990 ausnahmslos alle literarischen Perio-
dika neu registrieren lassen; aber nicht alle, die sich so nennen, sind auch wirklich
neue Publikationen. Zeitschriften, die jahrelang im Samizdat erschienen sind,
setzen jhre Existenz jetzt offen fort, andere, die vorher in Paris gemacht wurden,
ziehen nach Moskau um. Bei genaverer Betrachtung wird klar, daB das Attribut
"neu" sich allein auf die dffentliche Kommunikationssituation beziehen kann. Vier
verschiedene Typen sind zu unterscheiden:

1. Imitationen der traditionellen Monatszeitschriften,

2. Almanache mit Schwerpunkt auf innovativer Literatur bzw, -kritik aus der
Sphire der "inoffiziellen” oder "zweiten” Kultur,

3. Periodika des alten und neven Samizdat vnd

4, Bmigrantenzeitschriften.

Mitunter werden die Leser auch bei den literarischen Texten der Almanache,
vor allem der ersten Kategorie, mit dem Etikett "neu" getduscht. Was da als
Erstabdruck deklariert wird, ist manchmal bereits woanders, woméglich in einer
bekannten Monatszeitschrift erschienen,2!

Zu 1, Hierzu gehiiren Almanache, die von ihrem Aufbau gemischter Rubriken
aus Primirliteratur, politischer Publizistik und Literaturkritik, dem literarischen
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Angebot von Texten konventionell-realistischen Typs und ihrer gesellschaftspoli-
tischen Programmatik her sich eng an die traditionellen dicken Monatszeitschriften
anlehnen, eine mdglichst hohe Auflage anvisieren und offenbar auf einen dhnli-
chen Status wie diese spekulieren. Sie sind zumeist aus den im "Biirgerkrieg der
Literaten" withrend der Perestrojka polarisierten kulturpolitischen Lagern hervor-
gegangen, z.B. APREL'?2 und CHRONOGRAF auf der einen und RUSSKAJA STA-
RINA, SLOVO oder MOSKOVSKIF VESTNIK auf der anderen Seite, letzterer auch
organjsatorisch weiterhin an den Moskauer Schriftstellerverband angebunden.,
Diese Periedika formulieren alle den Wunsch nach gesellschaftspolitischer Brei-
tenwirkung, einige betonen dabei den Verzicht auf jegliche Normativitit. DaB die
Uberwindung tiefsitzender normativer Vorsteliungen aber hiufig nur Bekennt-
nisse auf dem Papier sind, belegt das Beispiel MOSKOVSKU VESTNIK, Als dessen
Chefredakteur, V. Sugaev, tatsichlich zwei dsthetisch und ideologisch unverein-
bare Texte23 druckte verwahrten sich prompt die anderen potentiellen Autoren
und Mitglieder des Moskauer Schriftstellerverbands gegen eine solche Vermi-
schung von "Reinem” mit "Unreinem"- so berichtet die Kritikerin A, Martenko?4
- und forderten weiterhin eine "parteiliche Linie" der Zeitschrift. Die meisten
Periodika dieser Gruppe priisentieren berwiegend alten Wein in neuen Schliu-
chen.

Zu 2. In diese bei weitem grifite Gruppe gehdren mehr oder weniger umfang-
reiche Periodika mit entschieden kleinerer Auflage, die sich, ob mit experimentell-
avantgardistischen oder literarisch konventionellen Texten, iiberwiegend nener
Literatur und Kiitik, jungen oder unbekannten Auforen, literarischen Randfiguren
oder marginalen Traditionen widmen, die sich um eine entsprechend originelle
Gestaltung bemiihen und #sthetisch interessierte Adressatenkreise ansprechen.
Typisch filr sie ist die hiiufig explizit foermulierte Absage an die Doppelfunktion
literarisch-klnstlerischer und gesellschaftspolitischer Breitenwirkung, in der eine
deutliche Abgrenzung gegeniiber den traditionellen Zeitschriften liegt.

Dies gilt vor allem flir die Vielzahl von mehr oder weniger spezialisierten
Sammelbinden und Almanachen mit bzw. zu Texten der &sthetisch und thema-
tisch nonkonformen Literatur, wobei dieser Begriff noch aus dem von Barrieren
geprigten sowjetischen Literatursystem stammt. Es gibt reine Literaturzeit-
schriften, die sich ausschlieBlich auf literarische Primirtexte beschriinken (z.B.
PETROPOL', KREST-NAKREST, SOLO) und salche, die eher eine sogenannte
"ku]turologlsche oder kulturhistorische bzw. -phllosophlsche Linie verfolgen
und die Mischform von literarischen, literaturkritischen und pubhnsnschcn
Texten beibehalten (z.B. LATERNA MAGICA NOVYT KRUG, ZDES' I TEPER',
Novala JUNOST', KONEC VEKA). Periodika wie z.B. VESTNIK NOVOJ LI-
TERATURY, GLAS VEST', POSLEDNIJ ETAZ, CISTYE PRUDY und LICEJ NA
CISTYCH PRUDACH wollen mit neuer Literatur sowohl konveationellen als auch
fisthetisch innovativen Typs und einer offenen Plattform ein zwar #sthetisch inter-
essiertes, aber miglichst breites Publikum ansprechen. Es fillt auf, daB in vielen
literarischen Texten das Spielerische als dominantes #sthetisches Verfahren einge-
setzt wird, und auch in literaturkritischen und philosophischen Beitrigen ist das
Thema "Spiel” prisent.25 Das Paradoxe, Phantastisch-Komische wird als Be-
zugsrahmen fiir die Ortung in der literaturhistorischen Tradition herangezogen,
hiufig werden neue isthetische Genealogien von Gogol' iiber Rozanov bis zu den
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Obeériuten aufgestellt. Einige Zeitschriften spezialisieren sich auf die Literatur ei-
ner einzigen Epoche, so z.B. LAZUR' auf die des "silbernen Zeitalters™ zwischen
1890-1930.

Zu 3. In die dritte Kategorie gehdren Almanache des Samizdat alten und neuen
Typs, d.h. sowohl solche, die vorher schon im Untergrund erschienen sind und
ihre Bxistenz nun &ffentlich fortsetzen (CASY, MITIN ZURNAL) als auch solche,
die, im Wortsinne eines Selbstverlages, sich trotz abgeschaffter Zensur und tko-
nomischer Unabhéngigkeit weiterhin zu dieser Tradition bekennen, indem sie sich
bewuBt vom literarischen "mainstream" abgrenzen und nur an die marginalisierten
Kreise der "Nischen-Kultur" vor wie auch nach der Perestrojka wenden. Diese
Intention wird entweder explizit-programmatisch formuliert (ANDERGRAUND-
UNDERGROUND, LABIRINT/EKSCENTR) oder zeigt sich in einer an Samizdat-
Ausgaben ankniipfenden visuell-graphischen Gestaltung (SUMERKI). In dem Be-
kenntnis zur Exklusivitit, das z.B. in der ironisch-provezierenden Angabe eines
Almanachs "Auflage: ein Exemplar26 gipfelt, liegt die bewufite Verweigerung ei-
ner breit vermittelnder Kommunikation oder einer amorphen Kollektivitat. Haufig
sind natiirlich vor allem Skonomische Griinde verantwortlich fiir ihre Form
kleiner unaufwendig gestalieter Hefte (SOLO, STRANNIK), so daf zwischen der
zweiten und dritten Kategorie nicht immer klar unterschieden werden kann. Neu
ist bei einigen Periodika dieser Gruppe auch die Verbindung von Literatur und
bildender Kunst (APOKRIF, LABIRINT-EKSCENTR, SUMERKI).

Zu 4. SchlieBlich gibt es Emigrantenzeitschriften, wobei man unterscheiden
muB zwischen solchen, die weiterhin im Ausland erscheinen, aber in RuBland
vertrieben werden, und solchen, deren Redaktionen teilweise oder ganz nach
RuBland zuriickgekehrt sind und sich auch entsprechend neubesetzt haben, Hier-
zu gehdren vor allem KONTINENT, STRELEC, VREMIA 1 MY und TRET'JA VOL-
NA. Inwieweit jene von der Emigrantenkultur geprégten und auf deren Rezipien-
ten zugeschnittene Zeitschriften ihre Repatriierung iiberstehen werden, bleibt ab-
zuwarten. Daf sich nach Jahrzehnten harter ideologischer Konfrontation und z.T.
auch #sthetisch divergierender Entwicklung nun die Moglichkeit einer personellen
und konzeptionellen Verbindung von emigrierten und im Land gebliebenen Re-
dakteuren und Mitarbeitern eroffnet, ist allerdings schon unabhiingig von seinem
Ausgang ein spannender und produktiver Prozef3.

Eine gemeinsame Eigenschaft der meisten neven literarischen Periodika neben
der genre- und auflagebedingten Beschriinkung des Adressatenkreises ist die Su-
che nach einer individuellen Form, nach eigenem Profil, Das schldgt sich nicht
nur inhaltlich und konzeptionell nieder, sondern umfaft auch die duBerlich sicht-
baren Ebenen vom Format titber den Umfang bis hin zur graphischen und typo-
graphischen Gestaltung. Die Almanache MOSKOVSKIJ VESTNIK und RUSSKAJA
STARINA z.B. kommen mit archaisierenden Schrifitypen und Vignetien aus dem
19. Jahrhundert daher; andere haben bunte collagenartige Umschlige (VESTNIK
NOVOJ] LITERATURY, LABIRINT/EKSCENTR) oder ein grofleres Format zwischen
dicker Zeitschrift und lustrierter vom Typ OGONEK (DE VISU, RUSSKI] VEST-
NIK, VSEMIRNOE SLOV0?27), Die typographische Gestaltung einer Zeitschrift im
Stil der im Samizdat zirkulierenden Schriften erhélt nach dem Zensurabbau eine
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andere Bedeutung. Sie entspringt nicht mehr - ansschlieBlich - den vorgegebenen
Produktionsbedingungen der Untergrundkultur, Wenn Literaturzeitschriften wie
SUMERKI und MITIN ZURNAL aus Petersburg auch nach 1991 im Schreibmaschi-
nensatz - mit den entsprechenden Ersatztypen fiir bestimmte Buchstaben - verviel-
filtigt werden, zum Teil mit handgemalten Randzeichnungen versehen, die Bilder
ungeschlacht montiert und einkopiert sind und der Umschlag wie ein dickes
Schulheft broschiert ist, so ist diese Gestaltung ein Zeichen, Zitat und Bekenntnis
zum AuBenseitertum. Die spezifische Produktionsweise der Samizdat-Zeitschrif-
ten wird zum gewihlten inhaltlichen, formalen und an bestimmte Adressaten ge-
richteten Verfahren, das sich bewuft gegen eine professionelle Machart und kom-
merzielle Vertreibung absetzt.28

Ein weiteres individualisierendes Merkmal ist die Namengebung. In ihr
spiegelt sich das Selbstverstéindnis der Herausgeber neuer Zeitschriften im Ver-
hiltnis von Tradition und Innovation wider. Es gibt neue Zeitschrifien, die sich
als Fortsetzung einer abgebrochenen Tradition aus dem 19. Jh, begreifen, indem
sie sich Namen und Konzept ehemals bekannter Periodika geben, so z.B, die so-
genannte "Autorenzeitschrift" RUSSKOE BOGATSTVO, die sich auf die gleich-
namige Monatszeitschrift von N, K, Michajlovskij und V.G, Korolenko (1876-
1918} aus der Narodniki-Bewegung beruft. Sie versteht sich wie jene als litera-
rische, wissenschaftliche und politische Publikation und folgt einem konveniio-
nellen sozialkritisch-realistischen Literaturkonzept. "Autorenzeitschrift” meint
hier, daB die Auswahl und Prisentation der Texte in den einzelnen buchdicken
Ausgaben jeweils durch einen bekannten Autor erfolgt, der von der Redaktion
dazu eingeladen wird. Es konnen also seine eigenen, aber auch Texte anderer
Autoren dort abgedruckt sein. Andere betonen durch den Zusatz "neu” ihr An-
kniipfen bzw. Uberwinden des Bestehenden. Die Titel VESTNIK NOVOT LITERA-
TURY und MOSKOVSKII VESTNIK kniipfen an verschiedene traditionsreiche Zeit-
schriften aus dem 19, Jabrhundert an, wie z.B. den VBSTNIK EVROPY (u.a. von
Karamzin und Zukovskij) bzw. den MOSKOVSKIJ VESTNIK {von M.P. Pogodin).
NOVOE LITERATURNOE OBOZRENIE und NOVAJA JUNOST kilndigen eine Inno-
vation gegeniiber ihren jeweiligen "Stammzeitschriften” an.2® Und NovYI KRUG
betont die Fortsetzung einer zwischen den Sphiiren der offiziellen und Unter-
grundkultur vermittelnden Linie, indem er an den 1985 in Leningrad erschienenen
Almanach KRUG mit Texten z.T. inoffizieller Autoren ankniipft, dem durch
personelle und organisatorische Bedingungen gewisse Hiirden ilber die Zensur
gelangen. Titel wie SOLO und LICNOE DELO betonen den individualistischen Cha-
rakter, das Einzigartige, den nicht-kollektiven Anspruch. Der Herausgeber der
Zeitschrift SOLO schreibt, man habe sie so genannt, "weil aus diesem Titel relativ
leicht hervorgeht, daf sowohl die Autoren als auch die Zeitschriften selbst nach
grifitmoglicher Unabhiingigkeit streben und mit keiner politischen oder literari-
schen Gruppierung assoziiert werden wollen."30 Andere Namen betonen - mitun-
ter ironisch - Bewahrung fr die Zukunft oder kulturelles Gedichinis der Vergan-
genheit, wie z.B. KAMERA CHRANENUA und der Untertitel des Almanachs Li¢-
NOE DELO, der wie eine Personalakie den Vermerk "aufbewahren: ewig” enthiilt,
oder PETROPOQL’, der auf griechische Mythologie und Weltkultur, sowie auf
deren Rezeption durch Dichter des silbernen Zeitalters und Mandel'§tam31
anspielt. Solche Titel stehen in krassem Gegensatz zu den bisher offiziell iiblichen
und folgen einer anderen Kulturtopographie als etwa LENINGRAD, NEVA oder
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auch ZNAMIA, Doppeldeutige Titel wie SUMERKI, KREST-NAKREST oder LA-
TERNA MAGICA wiren fiir eine sowjetische Zeitschrift nie in Frage gekommen.
Sie miissen also als programmatische Gegenentwiirfe zur ehemals giiltigen Na-
menssymbolik versianden werden. Nicht nur bei der Namengebung der neuen
Periodika fillt auf, daf sich die traditionelle Trennung zwischen dem Moskauer
und Petersburger Raum und weiter zwischen den Metropolen und der sogenann-
ten "Provinz" auch nach der politisch-Skonomischen Unabhiingigkeit fortsetzt,
ein Hinweis darauf, daf} ihre Griinde tiefer als in der unmittelbaren sowjetischen
Vergangenheit liegen.32

Novoee literaturnoe obozrenie und de visu

Abschliefend sollen exemplarisch zwei literaturwissenschaftliche Zeitschriften
aus Moskau etwas niher vorgestellt werden. NOVOE LITERATURNOE OBQZRE-
NIE (im weiteren NLQ), von der seit 1992 sechs umfangreiche Hefte (3608S.) er-
schienen sind, und DE VISU, von der bisher 10 Hefte - mit 80-908. weniger
umfangreich, allerdings in groBerem Format - vorliegen. Geplant sind von NLO
sechs Hefte und zwei zusitzliche thematische Bénde im Jahr, DE VISU, von der es
1992 eine 0-Nummer als Vorlauf gab, erscheint monatlich mit einer 13. Bilanz-
Nummer am Jahresende. Der Zeitpunkt dieser Neuerscheinungen 1992/93 ist
nicht zufillig, Zum einen sind - mit Ausnahme des NKWD/KGRB-Archivs - die
Literaturarchive inzwischen gedffnet und viele literaturhistorisch wertvolle Doku-
mente stehen zur Vertffentlichung bereit. Zum anderen sind diese Neuverschei-
nungen auch symptomatisch fiir einen praktisch vollzogenen Generationswechsel
nach dem August 1991, Etliche jingere Philologen und Publizisten, die vorher in
groben Verlagen oder Redaktionen der dicken Zeitschriften téitig waren, haben
nach der skonomischen Unabhiingigkeit und dem politischen SchluBstrich unter
die Partei begonnen, sich mit Neugriindungen selbstindig zu machen und sich
damit auch konstruktiv von der Generation der Sestidesjatniki zu lésen, die in
Kulturverstindnis und Literaturkonzeptionen den Kulturbetrieb der Perestrojka-
Jahre dominiert haben. Die NLO tritt neben die etablierten literaturwissenschaftli-
chen Zeitschriften, die seit 1957 bestehende VOPROSY LITERATURY und die
neuere, seit 1973 erscheinende LITERATURNOE OBOZRENIE - gine weitere, die in
Leningrad/SPb erscheinende RUSSKAJA LITERATURA, muBte aus Finanznot im
Laufe des Jahres 1993 ihr Erscheinen einstellen. Die beiden nenen Zeitschriften
kénnen und wollen die bisherigen literaturwissenschaftlichen Periodika nicht
ersetzen oder ablésen. Von der Breite der behandelten Themen und Probleme,
wie auch vom Spektrum der Auteren her pesehen, haben VOPROSY LITERATURY
und LITERATURNOE OBOZRENIE immer noch unangefochtene Autoritit, NLO
widmet sich allerdings dezidierter neuen bzw. bisher marginalisierten theore-
tischen Ansiitzen und bemiiht sich um eine stirkere Offnung gegeniiber westlicher
Forschung; beide, NLO und DE VISU, schen sich der bisher zu kurz gekommenen
dsthetischen Moderne und ihren Traditionen in RuBland verpflichtet.

In ihrem programmatischen Vorspann betont NLO explizit den Verzicht auf
zwel bisher fundamentale Postulate der periodischen Presse: die Orientierung auf
ein breites Leserpublikum und die Dominanz gesellschaftspolitischer Problematik.
Dieser Verzicht ist verbunden mit dem strengen Bekenntnis zur Professionalitiit,
zum Profil einer Fachzeitschrift. Auffallend deutlich wird jeder wie auch immer
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geartete Anspruch auf "massovost™ als verhiingnisvoll und belastet abgelehnt und
demgegeniiber positiv die Rolle als Elite formuliert. Zum kritischen Professiona-
lismus bekennt sich die Redaktion als Verantwortung und Aufgabe: strenge Aus-
wahl des Materials, "Freiheit von ideologischen und lobbyistischen Gruppeninte-
ressen und perstnlichen Geschmackskriterien”; keine Einteilung der Autoren nach
Prestige oder Nationalitiit oder danach, ob sie in oder auBerhalb RuBlands leben. -
Tatsichlich wird die Zeitschrift ausschlieBlich von philologischen Fachleuten,
zudem in personell wesentlich reduzierter Form (nur vier Redaktionsmitglieder),
emacht.
8 Mit einer offenen Struktur, d.h. dem Verzicht auf feste Rubriken, reagiert sie
auf den Charakter und die Bedingungen des Materials. Stattdessen gruppieren
sich die Beitrige nach drei Komplexen — Theorie Geschichte und Praxis. Mit dem
Abdruck eines literarischen Primirtextes unter der - ironisch? - stilisierenden Rub-
rik "Izjad¢naja slovesnost™ behilt NLO in stark reduzierter Form eine Tradition
der dicken Zeitschriften bei. Im Komplex "Theorie" ist bereits am Inhalt der
ersten Hefte das Bemiihen der Herausgeber zu erkennen, wenn es auch nicht im
Vorspann explizit formuliert ist, westliche Theoriekonzepte der Literaturwissen-
schaft, Brgebnisse und Material westlicher slavistischer Forschung vorzustellen
und den Diskurs zwischen verschiedenen russischen und westlichen Schilen und
Richtungen zu fordern. Das zeigt sich an Beitrdgen von amerikanischen und fran-
zisischen Literaturwissenschaftlern wie Paul de Man und Michel Riffaterre, die
zusammen mit Materialien von Strukturalisten und Semiotikern der Tartuer Schule
publiziert werden, was mit dem 70. Geburtstag des inzwischen verstorbenen Jurij
Lotman zusammenhing. In der theoretischen Schwerpunktsetzung wie auch in
den teilweise ansufernden Anmerkungsapparaten der Texte liegen auch Hinweise
darauf, daB es sich hier wohl um philologische Richtungen, Traditionen und anf-
gestaute nichtrealisierte Darstellungswinsche handelt, die sich in dem Jahrzehnt
vor der Perestrojka unter den repressiven Bedingungen nicht entfalten und frei
dufern konnten, :
Der zweite Komplex umfabt - ohne starke monographische oder thematische
Schwerpunkte - Archivmaterialien, Memoiren, Kommentare, Jubilien und Rezen-
sionen zn Autoren verschiedener Epochen. Vor allem in den beiden ersten Teilen
zeigt sich die bemerkenswerte Professionalitit der Zeitschrift, z. B. an den wis-
senschaftlichen Textkommentaren. Kiirzungen und redaktionelle Eingriffe in
Texte und vor allem Quellen- und Anmerkungsappatate von zum Druck angenom-
menen Manuskripten werden kaum vorgenommen, e¢in"Novum gegeniiber den
traditionellen dicken Zeitschriften, wo dies eher die Regel war und 2.T. noch ist.
Mit einem dritten, "Praxis" genannten Teil wird eine Trennung von theore-
tisch-historischem Wissen bzw. Diskurs und sachbezogener Information betont,
Er enthilt bibliographische Hinweise, Informationen iiber Neuerscheinungen anf
dem Buch- und Zeitschriftenmarkt, Berichte (iber in- und auslindische Konferen-
zen und Symposien, iiber das wissenschaftliche Leben. In diesem Teil stehen
auch literaturkritische Beitriige, womit ein bezeichnender Unterschied zu diesem
traditionell bedeutenden Genre markiert wird. Kritik ist hier weniger breit ange-
legter literatur- und kulturbezogener Zeitkommentar aus AnlaB oft mehrerer
Werke und Autoren der Vergangenheit und Gegenwart sondern eher Rezension
und Uberblick tiber literarische und auch literatarwissenschaftliche Neuerschei-
nungen; unter der Rubrik "Praxis” wird damit eher der Informations- und
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Gebrauchscharakter von Literaturkritik herausgestellt. In diesem Teil liegt eine
neue Qualitiit dieser Zeitschrift, die bei den meisten iibrigen neuen Periodika fehit:
Material und Informationen bereitzustellen, um Transparenz und Ubersicht iiber
das literarische und wissenschaftliche Leben im internationalen MaBstab zu
erméglichen und damit die durch jahrzehntelange Iselation entstandene Kluft im
Kenntnisstand, wie auch das Ungleichgewicht der theoretischen Reflexion zu
verringern.

Ahnlich wie NLO hat die Zeitschrift DE VISU {(mit dem Untertitel "eZemesjaényj
istoriko-literaturnyj i bibliografieskij Zumal") ein literaturwissenschaftliches Pro-
fil mit einer Mischung aus Primérliteratur und Archivmaterial, mit Gewicht anf
Bibliographien, Kommentaren und Berichten zum wissenschaftlichen Leben.
Auch sie wird von iiberwiegend jungen Philologen gemacht, der markant in la-
teinischen Buchstaben gesetzie Name DE VISU betont professionelle Kompetenz
und seritise Dokumention, die Auflage ist mit 3000 Exemplaren etwas kleiner als
die von NLO. Im Unterschied 2z dieser beschriinkt sich DE VISU auf die Publika-
tion von Materialien und Forschungen vom Ende des 19.Jhs. bis Anfang der
1930er Jahre, dem Beginn des sozialistischen Realismus. Dieser Zeitravm - die
Bezeichming "Moderne” wird vermieden - wird als abgeschlossene Epoche ange-
sehen, die bisher viel zu wenig erforscht sei. Die Zeitschrift gliedert sich im
wesentlichen in drei Teile: jeweils 34 Publikationen und Reprints von literaturhi-
storischen Materialien, 1-2 literaturwissenschaftliche Aufsétze und schlieflich ein
bibliographischer Teil mit Berichten und einer Chronik aus dem wissenschaftli-
chen Leben. Unter den Materialien befinden sich nur wenige literarische Texte
(M. Kuzmin, V. Brjusov, K. Vaginov, L. Lipavskij). Sie umfassen Bricfe (2.B.
zwischen V. Chodasevi¢ und M. GerSenzon, M. Gor'kij und F. Stepun), Erin-
nerungen, Tagebiicher (Ejchenbaum) und Reprints aus Periodika jener Zeit (Eren-
burg). In dem umfangreichen bibliographischen Teil werden neue Biicher sowie
eine groBe Anzahl laufender Zeitschriften und Zeitungen auf Publikationen und
Dokumentationen iiber den genannten Zeitraum 1890-1930 hin ausgewertet,
Archivbestinde werden beschrieben und iiber druckfertige Publikationen, die aus
verschiedenen Griinden nicht erscheiren kénnen, informiert. Diese bibliographi-
sche Funktion ist besonders wertvoll und wird in den letzten Jahren immer not-
wendiger, da die einst so iberschaubare Struktur wissenschaftlicher Offentlich-
keit sich aufgeldst hat und die Orientierung fiir Fachwissenschaftier angesichis
der Menge an neu publiziertem Material schwer geworden ist.

In dem Verzicht auf gesellschaftspolitische Einmischung, in der Beschrinkung
auf die Arbeit mit Literatur, in dem Bemiihen um die Vermittlung einer dsthetisch
innovativen Literatur und deren verschiitteten Traditionen und um mehr literatur-
kritische bzw. wissenschaftliche Professionalitiit liegen die Vorziige vieler der
hier genannten neuen Periodika. Wenn man den Begriff Avantgarde im Sinne ej-
ner antitraditionalistischen Literatur versteht, die die bestehenden dsthetischen
Normen und Genres enthierarchisiert und dekanonisiert,3? so kann man sagen,
daB die russische literarische Avantgarde wie auch die sie vermittelnde dsthetische
Literaturkritik sich Anfang der 1990er Jahre weitgehend in den nichtkonventionel-
len neuen Literaturzeitschriften versammelt. Aber die - als Reaktion auf die
sowjetische Vergangenheit - verstindliche Beschrinkung und Absage an eine
breitere Vermittlungsfunktion, das bewuflte Bekenntnis zur elitiren Distanzier-
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ung, bedeutet auch einen Verlust. Wie schen seit den 70er Jahren, als Biicher
defizitéar wurden und der Zugang zu den Produkten der schipferischen Intelligenz
erschwert und oftmals der Offentlichkeit entzogen war, droht nun, nach dem
Abbau von ideologischem Diktat und Zensurschranken, durch eine Gegen-
bewegung zum kollektiven Anfklirungsanspruch die Menge der interessierten
intellektuellen Leser auBBerhalb der engen Insider-Kreise in den Metropolen emeut
leer auszugehen, Der Literaturkritiker V., Novikov spricht in diesem Zusammen-
hang ironisch von einer Art "Totalitarismus” in den Redaktionen vieler Literatur-
zeitschriften, Snobismus, der Wunsch, zur dsthetischen Elite zu gehtren, fordere
einen gewissen Exhibitionismus graphomaner Autoren und eine neuerliche
Unlesbarkeit, die nicht gerade ein Dienst am Leser sei.?* Diese Tendenz diirfte
noch unterstiitzt werden durch die Tatsache, daB das Schreiben 4 1a postmoderne
im Westen als prestigetrichtig gilt und viele Autoren dott noch eher bekannt und
honoriert werden als im eigenen Land. Die Gefahr liegt hier nicht nur in einem
individualistischen Wildwuchs, 'bei dem jede periodische Neuerscheinung fiir
sich existiert und mit dem Niichstliegenden handelt,’ so Maréenko, 'ohne die
Wirkungen und Intentionen anderer dhnlicher Publikationen zur Kenntnis zu
nehmen', sondern auch in einer "Ubersittigung des literarischen Marktes mit
unabgestimmien, unkontrollierten Angeboten ein und derselben Ware',33

Die Kluft zwischen den etablierten wenigen und den neuen vielen literarischen
Periodika ist tief. Dennoch gibt es, wie schon erwiihnt, auch Anzeichen fiir eine
Offnung dicker Zeitschriften gegeniiber den Herausforderungen der neuen Litera-
tur und ihren "anderen” Vermittiungsformen, d.h. fiir einen gegenseitigen Ver-
standigungs- und LernprozeB. Einige haben sich aufler einem neuen Profil nach
ibrer unabhingigen Registrierung anch eine andere, weniger hierarchische Struk-
tur gegeben, erscheinen in kollektiver Heransgeberschaft mit personell reduzierten
Redaktionen, ZNAMIJA hat 1994 statt 16 nur noch 5 Redaktionsmitglieder, von
denen drei Literaturkritiker der #sthetisch-philologischen Richtung arbeiten, S.
Cuprinin, A, Ageev und K. Stepanjan. In den Rezensionsteilen von VOPROSY
LITERATURY werden Reihen oder neue Almanache besprochen.

Die zentrale Bedeutung der dicken Zeitschriften fiir den literarischen ProzeB ist
nach wie vor ungebrochen. Aber in der Rubrik "neue Namen" von OKTIABR' wie
auch in anderen Zeitschriften finden sich in der Regel andere Autoren als in den
marginalen "Nischen"-Periodika. Zwar gibt es Querverbindungen in beide
Richtungen, d.h. junge Autoren der postsowjetischen marginalen Literatur haben
Ende der achtziger Jahre in den etablierten Periodika debiitiert, so z.B. Z, Gareev,
A. Gavrilov, A, Ivandenko und V. Narbikova und V. Zuev, und anderen éffnete
sich umgekehrt erst nach dem Deblit z.B. in SOLO den Weg in die dicken
Zeitschriften, wie etwa bei I, Klech und J. Bujda.3% Auch wenn einige der neuen
Avantgardisten und Vertreter der "anderen Literatur” seit Ende der achtziger Jahre
in den etablierten Periodika debiitiert haben,37 so gehéren sie doch in éine andere,
mit dieser Publikationsform meist unverginbare Literatur- und Kultursphéire, Zum
einen schreiben sie keine "mehrheitsfihigen” literarischen Texte; zum anderen ist
der fortlebende hegemoniale Habitus in einigen Redaktionen der dicken
Zeitschriften eine Bedingung, der sich manche junge oder unbekannte Autoren
nun nicht mehr ausliefern mégen. Redakteure und Literaturkritiker waren in der
Sowjetzeit jahrzehntelang den Autoren iibergeordnete Instanzen, die vor allem seit
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den siebziger Jahren durch die Delegierung der Zensur an die administrativen
mittleren Instanzen Macht und Einflufl ausgebaut hatten, und ein solches auch in
Haltungen und Umgangsformen verfestigtes umgekehrtes Autorititsverhiltnis
1:Bt sich nicht in wenigen Jahren iiberwinden.,

Was das Angebot an neuer, "anderer” Literatur und ebenso das qualitative
Niveau einer #sthetischen Literaturkritik betrifft, ganz zn schweigen von der vi-
suellen und typographischen Gestaltung, stellen etliche nengegriindete Zeitschrif-
ten eine nicht zu tbersehende Herausforderung fiir die alteingesessenen dar. Es
ist heute noch nicht abzusehen, ob die traditionellen Monatszeitschriften sich lang-
fristig halten ktnnen und wie die Angebote sich zur veriinderten Struktur und zu
den Bediirfnissen der Leserschaft verhalten, Zu hoffen aber ist, daB sich die
Konkurrenz zwischen den literarischen Periodika produktiv fiir beide Seiten
auswirken wird, voransgesetzt allerdings, daf sich die hier beschriebene neue
Vielfalt angesichts der driingenden tkonomischen und politischen Probleme iiber-
haupt weiter entwickeln kann.

Ubersicht einer Auswahl neuer literatur- und literaturwissenschaft-
licher Zeitschriften:38

ANDERGRAUND. UNDERGRCUND Sbornik molodych avtorov. Poézija - proza -
kritika, Samizdat () M 1990 (AMGA). 2958. Aufl. 0.A. Enthilt literari-
sche und literaturkritiksche Texte (A. Dunaev, D. Andreev, K. Skotnikov,
N. Gavrilov u.a.), gedruckt in Frankreich.

APOKRIF Kul'turologieskij #urnal, 0.0./J. (1992/93), bis 1994 2 No. hrg. A.
Machov/l, Pelkov, 140S. Literatur- und kulturwissenschaftliche Texte
russischer und westlicher Autoren (Gombrowicz, Mrozek, Vian, Th.
Mann). Schwerpunkt des 2, Heftes "Spiel”,

APREL' M 1989: 200 000, 1990/2: 100 000, 3: 30 000, 1991: 30 000, 1992:
25 000, enthilt neben Literatur auch Literaturkritik, Publizistik und Kultr-
soziologie.

CHRONOGRAF Sbornik. E¥egodnik, M 1989/1590/1991. Literarische und publi-
zistische Texte. 390-590S. Aufl. 50 000. Ohne feste Rubriken (SolZenicyn,
Sacharov, R. Medvedev, Juz AleSkovskij, Evtufenko n.a.) Umfrage 1990:
Soll man auslindisches Material bringen oder nur russisches?

CISTYE PRUDY Al'manach, M. 1990, 4008,

DE VISU E¥emesjaényj 1stor1ko -literaturnyj i bibliografiteskij Zurnal, hrg. von A.
Galu¥kin/ A, Rezendtrom, M. seit 1992, Bis Mai 1994 10 Hefte inkl. einer
O-Nummer. 80-908, Aufl, 3 000. Beschriinkt auf den Zeitraum 1890-1930.

DRUGIE BEREGA Literaturnyj Zurnal, hrg. von G. Guseva/ A. Guseva. 2208. M
1991/1992/1993, Enthiilt nur Priméirliteratur; jede Nr. hat ein "Leitmotiv"
(z.Bsp. No. 3: Aufbau)

EROS, SYN AFRODITY Sbornik, sost. G. Markov, M 1991 (Texte von T. Kibi-
rov, L. Vaneeva, E. §varc P. Palamartuk, F. Iskander, A. Kabakov, V.
Erofeev, E. Popov n.a.).

GLAS Glazami Zen¥¢iny. DajdZest novoj russkoj literatury, hrg, von N, Perova/
T. Sapo¥nikova, Aufl, 0.A. M 1990. Enthalt fast ausschlieBlich Prosa, Ly-
rik von Schrifistellerinnen, ochne Rubriken. 2008,
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KAMERA CHRANENDA Almanach SPb/Frankfurt seit 1989 (bisher S Bde), hrg,
D). Zaks/ O. Jur'ev (Lyrik und Prosa von Autoren "modernistischer” Litera-
tur in und auBerhalb Rufllands, Ubersetzungen und Essays), erscheint im
Selbstverlag, Aufl. 0. A.

KONEC VEKA Nezavisimyj al'manach, hrg. von A. Nikidin in Moskau seit 1991,
bis 1994 fiinf No. erschienen. 2308. Enthilt nour Primirliteratur (V. Soro-
kin, A, Rosljakov, E. Lukin). :

KONTINENT erschien 1974-1990 in Paris, hrg, ¥, Maksimov, ab 1991 (No. 66)
wurden auch sowjetische Schriftsteller mit in die Redaktion aufgenommen
(V. Astaf'ev, B. OkudZava und Ju, Edlis), erscheint seit 1991 in Moskau,
seit Mitte 1992 hrg, I, Vinogradov. Aufl, 100 000.

KREST - NAKREST Povesti i rasskazy molodych pisatelej, hrg. von. Ju. A.
Lopunov, M 1990 (Vsesojuznyj molodeZnyj kni?nyj centr), Aufl. 16 000,

LABIRINT-EKSCENTR Sovremennoe tvorfestvo 1 kul'tura. Literatmmo-chudo¥est-
vennyj Zumal, L/SPb -Sverdlovsk/Ekaterinburg 1990, 1991 {bisher 3 Bde
bekannt), experimentelle Literatur, z.T. Rez. anderer Almanache, hrg. A,
Geornon, Aufl. 15 000 - 25 000.

LATERNA MAGICA Literaturo-chudoZestvennyj, iskusstvo, kul'tornyj al'manach,
M 1990 (Texte von Q. Sedakova, Ve. Erofeev, S. Averincev, G, Orwell,
A, Men', A. Belyj, Karl Kinig, hrg. E.P. Sokolov) Aufl. 50 000,

LAZUR' Literaturno-chudoZestvennyj i kritiko-publicisti¥eskij al'manach, M 1989
(VAAP-inform), No. 1, 2. .

LICEI NA CISTYCH PRUDACH Sbornik. Mastera prozy i molodye prozaiki, 298 S.
M 1989. Aufl. 50 000. Bekannte und unbekannte Autoren, wendet sich
explizit an die Tugend, enthilt nur Primétliteratur.

Li¢NOE DELO Literaturno-chudoZestvennyj al'manach, M 1991, Hauptséichlich
Avantgardetexte, Konzeptualisten wie L. Rubinitejn, D, Prigov, D. Novi-
kov, S. Gandlevskij, M, Ajzenberg, T. Kibirov. Mit Bildern von I. Kaba-
kov, A. Petrov, A. Pivovarov n.a. 2718,

MESTO PECATI Reguljarnyj Zurnal iskussty bzw. Zurnal interpretacionnogo is-
kusstva, M/SPb 1992, (bis 1993 4 No.) 130-1908. hrg. A. Maljugin/ N,
Septulin, enthilt literarische, literatur- und kunstwissenschaftliche Texte,
auch westliche Autoren, Szenarien, graphische Tllustrationen, -Samizdat-
Typ. (B. Juchananov, P. Pepperitejn, Ju. Lejderman).

MITIN ZURNAL hg. D.B. Voléek, SPb (bis 1991 42 Hefte) (Texte von Henri Mi-
chaux, Z, Herbert, Boris Vian etc. russ. M. Dorofenko, Ju, Romanov, P.
Fenev, V. Kuricyn, V. Kondrat'ev n.a.), gilt nach wie vor als eine der
wichtigsten Zeitschriften vom Samizdat-Typ. Aufl, 500.

MOSKOVSKII VESTNIK Al'manach moskovskoj pisatel'skoj organizacii, M.
1989/1 (Darin hauptsiichlich neue Literatur, Vielfalt, Emigration, 8. Gavrju-
§in, D. Prigov, A, Terc; enthilt auch LK, mehr Literaturwissenschaft als
Publizistik; laut Programm interessieren Konzepte und ésthetische Program-
me nicht, sondern nur Vielfalt und dafi die Autoren aus Moskau kommen).

NOVAIA JUNOST' M 1993, hrg. A, Tkadenko, erscheint zweimonatlich, 2108,

" Flexible Rubriken mit literarischen und literaturkritisch-philosophischen
Texten (A. Borodynja, E. Radov, M. Aldanov, A. Pjatigorskij), bildende
Kunst und Photographie. Ca. ein Drittel westliche Autoren (v. a. anglo-
amerikanische, z.B. Jim Morrison, John Lennon, Robert Frost).
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NOVOE LITERATURNOE OBOZRENIE, hrg. seit 1992 von Irina Prochorova.

NovYI KRUG 1992/1 (Red.: A. Archangel'skij, L. Batkin, T. Gorigeva, V. Kri-
vulin, G. Nivat, O. Sedakova, A. Pjatigorskij).
geht zuriick auf: - KRUG. Literaturno-chudoZestvennyj sbornik, L. 1985
(hrg. von B.I. Ivanov und Ju. V. Novikov, mit Texten von V. Aksenov,
A. Bartov, A, Gordon, B, Kuprijanov, V. Krivulin, V. Nesterovskij, E.
Svarc, N. Podol'skij, A. Dragomo¥&enko).

PETROPOL' Al'manach, L. 1990, 1-3, 1: 5 030, 2: 7 000, 3: 10 000, 214-2808,
Selbstverlag der Autoren, Programm lakonisch: A. verbindet Autoren ver-
schiedener Generationen, gemeinsamer Nenner - Nonkonformismus,
Enthiilt nur literarische Texte von I Brodskij, E. Rejn, V. Ufljand, K. Ke-
drov, 8. Sokolov, A. Sokurov, V. Sosnora u.a.

POSLEDNIJ ETAZ Sbornik sovremennoj prozy, populjarnaja biblioteka, M 1989,
4308, Aufl. 75 000 (eher schon bekannte Texte von elf Autoren, u.a. L.
Petrudevskaja, S. Kaledin, N. Smelev, L. Cukovskaja, E. Popov, Ja.
Golovin).

RODNIK erscheint russ.-lett. monatlich in Riga seit 1/1987, Literatura, kul'tura,
kritika, publicistika, publ. viel neue modernistische Literatur, Aufl. lett,
93 000, russ. 52 000.

RUSSKAJA STARINA Literaturno-istorieskij al'manach, M (Tov. vozroZdenie)
1999, hrg. Ju. Bendarev, V. Pikul', P. Proskurin, V. Solouchin, Ju.
Beljaev, Ju. Medvedev, 8. Zuravlev, Dm. Zuev. Aufl. 100 000, 2368S.,
vyp. 1, z.B. Rubriken "Pamjat’ i slovo" (Solouchin, Gorodeckij, Gumilev,
Kuzmin, Majkov), "Oko", "Vegljad sovremennogo istorika”, "Golos mi-
nuviego", "Ristali¥de idej”, "Kolokola vekov",

RUSSKAJA VIZA Moskovsko-Peterburgskij illjustrirovannyj Zurnal, seit 1993
hrg. O. Chlebnikov/ V. Vigiljanskij, L. Petru¥evskaja und A. Cernov,
RUSSKI) KUR'ER EZemesjaényj Zurnal literatury i iskusstva, hrg. A, Glezer, 1
(Febr.) /1993, 2/1993 (Unverdffentlichte Texte von Brodskij, Charms,
OkudZava) (Redaktionsrat: V. Aksenov, L. Anninskij, N. Ivanova, E,

Neizvestny], B. OkndZava, E. Rejn, G. Sapgir, S. Jur'enen).

SEM' VERST DO POBEDY Sbhornik povestej i rasskazov, L 1990, 2388. Aufl.
10 000. Enthiilt nur literarische Texte von 8. Dovlatov u.a.

SOGLASIE Literaturno-chudoZestvennyj i ob$8estvenno-politideskij Zurnal, mo-
natlich unregelmiBig seit November M 1990, hrg. von der Vereinigung,
"Miloserdie", V. Michal'skij/A. Maréenko. Konventionelle Rubriken und
Strukéur, 2248, (Korolenko, M. Ende, L. Anninskij, J. Galsworthy).

SLOVO Literaturno-chudoZestvennyj sbornik. S.A. Lyko3in. Proza. Poézija.
Publicistika. Kritika, Nasledie. Iskusstvo, vyp. 1, M 1989 (Texte von A,
Segen', M. Popov, V. Butromeev, A. BreZnev u.a.). Aufl. 30 000.

SoLo Literarisch-kiinstierische Zschr., hrg. seit 1990 von A. Bitov, A. Gavrilov,
Z. Gareev, V, Zuev, L. Kostjukov, A. Michajlov, E. Popov, Proza - poé-
zija-esse; Aufl. zwischen 10 000 und 50 000.

STRANNIK Literatura - iskusstvo (Kunst) - politika - , hrg. von S. Javkovlev,
v.a. G. Belaja, A. Bitov, V. Erofeev, V. Kantor, S. Larin, A. Streljanyj,
M. Cudakova u.a. Aufl. 50 000 (hat ihr Erscheinen inzwischen eingestellt).

STRELEC Al'manach literatury, iskusstva i ob%Cestvenno-politi¢eskoj mysli,
(1984-89 monatlich in Paris), hrg. von A, Glezer (Red. kollegium seit
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1990: V. Aksenov, G. Vladimov, Boby3ev, V. Erofeev, V. Krivulin, Ju.
Kublanovskij, G. Sapgir, S. Jur'enen) M ab 1989 als Almanach (No. 1}.

SUMERKI hrg. von A. Gur'janov, A. Novakovskij, D. Sino&kin, SPb seit 1990
(Texte von E. Sefolin, A, Lankin, A, Kr¥yZanovskij, Z. Mirkina, A. Men',
I. Pomerancev, M. Tumpovskaja) - Samizdat-Typ.

TRET'JA VOLNA Antologija masskogo zarubeZja, hrg. von A, Gereben, M 1991.
3808, Aufl. 50 000. Enthilt nur literarische Texte von S. Dovlatov, Ju.
Gal'perin, 1. Ratufinskaja, E. Limonov, F. GorenStejn, Ju. Maramzin, A.
Gladilin, 8. Jur'enen u.a.).

VESTNIK NOVOJ LITERATURY hrg. seit 1990 von M. Berg und M. Sejker, im
Red.koll. D. Prigov, V. Krivulin, A. Sidorov n.a. erscheint in 8Pb Aufl.
50 000, Rubriken: Proza, poézija, Vospominanija, Publikacii, LK, Religija
1 filosofija, Recenzii, 1/1990: 50 000, 2/1990: 40 000, 3/ 1991: 20 000,
4/1992: 0.A. "Prodol¥aet tradicii tak nazyvaemoj "neofficial'noj, "vtoroj",
nepodcenzurnogj literatury”.

VEST' Proza, Poézija. Dramaturgija, M 1989, hrg. von V, Kaverin und Ju.
Efremov. 500 S. Anfl. 50 000. Flexible Rubriken mit Texten von E.
Popov, 1. Kalugin, B. Okud¥ava, V. Eremin, D. Samojlov, N. Katerli, V.
Korkija, G. Ajgi u.a.

VOZVRASCENIE Sbornik, vyp. 1, M 1992, Sammlung von literarischen und lite-
raturkritischen Texten und Dokumenten des kulturellen Erbes, Rubriken
wie in konventicnellen Zs., 443S. (A. Belinkov, E. Tager, Bnefe Floren-
skijs, V. Salamov u,a,).

VREMIA IMY (erschien in N.Y, seit 1975) Al'manach literatury i ob¥¢estvennych
problem, M/N.Y. 1990, hrg. V. Perel'man/O. Fin'ko (Lyrik und Prosa-
texte - z.B. A, Gali¢, 1. Brodskij, S. Dovlatov - Publizistik, Literaturwis-
senschaft, Interviews und bildende Kunst).

VSEMIRNOHE SLOVO russ. Ausgabe der européischen Kulturzeitschrift "Lettre”,
hrg. A. Ninov u.a., SPh, 5 Hefte seit 1990. Auflage 1/90: 50 000, 2/91:
5000, 4/5/93: 3 000. Russische und westliche literarische, mehr jedoch
kulturhistorische Texte und Essays.

VSTRECNYI CHOD Otkrytye dveri. Povesti i rasskazy molodych pisatelej, M
1989. 2438S. Enthilt nur literarische Texte von Laputin, Sadur, Bajkov,

) Narbikova, Vasilenko, M. Popov u.a. Aufl. 30 000,

ZDES' 1 TEPER' Filosofija, literatura, kul'tura, hrg. M. Nemcov/ D. Kudrja, M
1992 (1).

ZERKALA Al'manach, vyp. 1, M (989, hrg. A.P. Lavrin. Enthilt literarische
Texte und Essays von D. Prigov, V. und Ve. Erofeev, E. Popov, A, Par-
$éikov, M. Epitejn,V. Korkija u.a. 335S. Auil. 50 ¢00.

abgeschlossen Mai 1994
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Anmerkungen

Zum Zusammenhang von literarischem ProzeB, peistesgeschichtlicher Ent-
wickiung und "dicken" Zeitschriften vgl. B.F. Egorov; "Bor'ba éstetideskich
idej v Rossii serediny XTX v.", L 1982 und Ders.: "Bor'ba éstetieskich idej v
Rossii serediny 1860ch godov", L 1991,

Zur historisch-typologischen Entwicklung der deutschen Literaturkritik s. P,
Gebhardt: "Literarische Kritik", in: Erkennmis der Literatur, Tiibingen 1982,

D.R. Spechler: Permitted Dissent in the USSR. Novy mir and the Soviet
Regime, New York 1982, E.B. Rogovin-Frankel: "Novyj mir". A Case study
in the Politics of Literature, 1952-58, Cambridge 1981. Vgl. auch die zahlrei-
chen in den letzten Jahren vertffentlichten Memoiren verschiedener ehemaliger
Redaktionsmitglieder, z.B. V. Lak¥in: Otkryraja dver', Vospominanija i port-
rety, M. 1989,

Der Begriff "gumanitarnyj" fiir Berufe im geisteswissenschaftlichen, schépfe-
rischen oder im engeren Sinne kulturellen Bereich dBt sich schwer im
Deutschen wiedergeben,

Zur kultursoziologischen Analyse der sowjetischen Intelligenz vgl. W. Beyrau:
Intelligenz und Dissens. Die russischen Bildungsschichten in der Sowjetunion
1917 bis 1985, Gottingen 1993; und V. Shlapentokh: Soviet Intellectuals and
Political Power. The Post-Stalin Era, London/N.Y. 1990; B. Dubin: Zurnal'
naja kul'tura post-sovetskoj épochi, unverdtf. Ms. 1993.

Beyrau 1993 spricht von "Diskurs-Gemeinschaften”.

L. Gudkov/ B. Dubin: "Bez naprjaZenija. Zametki o kul'ture perechodnogo pe-
rioda”, in: NOVYI MIR 2 (1993), 8. 243-253. Der Begriff "symbolisches Ka-
pital" stammt von P. Bourdieu, z.B. Ders.: Die feinen Unterschiede. Kritik der
geselischaftlichen Urteilskraft, Frankfurt 1982 (frz. 1979).

NOVYJ MIR stieg 1988 von 496 000 auf 1 150 000, 1990 von 1 556 000 auf
2 710 000 (was mafigeblich mit der Publikation von SolZenicyns Werken zu-
sammenhing) und sank 1991 um 78, 96 % auf 200 000. DRUZBA NARODOV
stieg 1988 von 150 000 auf 800 000, 1989 auf 1 095 000 und sank seit 1991
auf inzwischen 100 000. ZNAMIA stieg 1988 von 175 0060 auf 500 000 und
sank 1991 auf 183 B0O, Vgl. dazu Ch. Engel: "Leser und Literaturbetrieb, Ein
kritischer Streifzug durch die aktuelle Diskussion in sowjetischen Zeitschrif-
ten", in: OSTEUROPA 2,3 (1989), 5. 151-164, hier §. 159 und B. Dubin;
"Dinamika pedati i transformacija obS¢estva”, in: VOPROSY LITERATURY 9-10
(1991), S. 84-97, hier 8. 92f. I. Graffy: "The Literary Press", in: Culture and
the Mggia in the USSR Today, ed. J. Graffy/ G. Hosking, London 1989, S,
107-157.
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9 M. Bulgakov: "Adam i Eva", in: SOVREMENNAJA DRAMATURGIA 3 (1987),
5. 190-225 und OKTIABR' 6 (1987}, 8. 137-175; A. Achmatova: "Rekviem",
in: OKTIABR' 3 (1987), 8. 130-135 und NEvA 6 (1987), S. 74-79.

107 B. verdffentlichte DRUZBA NARODOV Arbeiten des amerikanischen Stalinis-
musforschers Robert Conquest. Viel diskutiert worden z.B. die Artikel von N,
Smelev; "Avansy i dolgi”, NOvYs MIR 3 (1987), Ju. Karjakin: "Stoif 1i na-
stupat' na grabli? (Otkrytoe pis'mo odnomu Inkognito)", in: ZNAMIA 9
(1987), S. 200-224, 1. Kljamkin: "Kakaja ulica vedet k chramu?", in: NOvYJ
MIR 11 (1987), 8. 150-188, Ju. Burtin: "Vam - iz drugogo pokolen'ja. K
publikacii poemy A. Tvardovskogo «Po pravu pamjati»", in: OKTIABR' 8
(1987), S. a. Latynina: "Kolokel'nyj zvon - ne molitva", in: Novys MIR 8
(1988).

11 v, LakZin: "Okno v mir", in; LIT. GAZ, 27.10. 1993, S. 6.

12 Bine unter den "Sestidesjatniki” schon in den 70-80er Jahren verbreitete Devise

- lautete: "Esli zavtra opublikujut SolZenicyna i Bibliju, to poslezavtra my pros-
nemsja v drugoj strane.” I Jarkevié: "Literatura, éstetika, svoboda i drugie in-
teresnye ve§&i”, in: VESTNIK NOVO! LITERATURY 5 (1993), 8. 246.

13 gl hierzu ausfiihrlich H, Trepper: "Kulturbetrieb", in: Kultur im Umbruch.
Polen, Tschechoslowakei, Rufiland, hrg. Forschungsstelle Osteuropa, Bremen
1992, S. 155-198 und Dies.; "Kultur und Markt 1992/1993 in RuBland"”,
Arbeitshefte und Materialien der Forschungstelle Osteuropa, Bremen 1994,

14 Zajavlenie russkogo PEN-centra: "DoroZaet vse, deSeveet Li¥' tvorZeskij trud”,
in; LIT. GAZ. No. 9, 26.2.1992. Auch: "Obra%enie pisatelej Rossii k ruko-
vodstvu Roessijskoj Federacii”, in; LITERATURNAJA ROSSIJA 28.2.1992, V,
Laksin plidierte dafiir, die dicken Zeitschriften ghnlich wie das Bol'$oj-Theater
und die Tret'jakov-Galerie in die Reihe der geschiitzten Kulturgiiter aufzuneh-
men, Seine fiir eine UNESCO-Konferenz geplante Rede konnte er allerdings
nicht mehr halten, sie wurde posturn publiziert in: LIT. GAZ. "Okno v mit",
a.a.0.

15 Vgl. dazu B. Dubin; Zurnal'naja kul'tura post-sovetskoj épochi, unverdff. Ms.
M 1993, 5. 18 und L. Gudkoev/ B. Dubin: "Konec charismatifeskoj épochi.
Pedat' i izmenenija v sistemach cennostej ob¥festva", in: SVOBODNAJA MYSL'
5 (1993), 8. 36f,; Die Auflage von MOLODAJA GVARDIJA sank zwischen
1990-1992 von 725 000 auf 30 000.

16 Ebd.,

17 In einer Ende 1989 vom 'Institut fiir Buchforschung' durchgefiihrten Umfrage
in Massenbibliotheken zur Rangliste der Popularitit dicker Zeitschriften lagen
NOVYJ MIR und ZNAMIJA an erster Stelle, MOSKVA dagegen an 16. und NAS
SOVREMENNIK an 19. und letzter Stelle, in: ZNAMJA 1 (1990), S, 238ff.
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18 1992 sind nach einer vom Herausgeber publizierten Umfrage 18,8% Leser der
Zeitschrift unter 20 Jahren, vgl. "Kto itaet nag Zurnal”, in: ZNAMIA 8 (1991),
S. 240,

19 A Marfenko bezeichnet 1989 als das Jahr der Almanache. A. Mar&enko
"Al'manachi i vokrug", in: ZNAMIA 2 (1990}, 8. 222-231, hier 222,

26 Ygl. K. Eimermacher: "Sechs Jahre Perestrojka im Bereich der Kultur”, in:
OSTEUROPA 11 (1991}, 8, 1077-1088.

2180 z.B. bei T, Tolstaja, deren Erzdhlung "Somnambula v tumane" erst in
NoOvY] MIR 7 (1988), S. B-26, erschien und dann in dem Almanach
ZERKALO; V. Brofeevs "Moskva-Petu¥ki" erschien zuerst 1989-90 in
TREZVOST' I KUL'TURA und anschlieBend in dem Almanach VEST'

22 Der Almanach APREL', von dem bis 1993 sechs Bénde in Buchformat erschie-
pen sind {die Auflage bewegte sich von anfangs 300 000 auf 30 000 herunter),
war das erste im Selbstverlag - noch vor dem Pressegesetz - erschienene lite-
rarische Periodikum.

23 Karem RaSs historische Skizze “Prefistenka”, in: MOSKOVSKIJ VESTNIK 1
(1989), 8. 4-37, und G. Gadevs "Andrej Sinjavskij - Abram Terc i ego roman
'Spokojnoj nodi'. Ispovest™, ebd., S. 235-266.

24 A, Mardenko in: ZNAMIA 2 (1990), 8. 225,

25 Vgl. z.B. S. Nosov: "Literatura i igra", in: NOVYJ MIR 2 (1992), S. 232-239;
und als Schwerpunktthema der No. 2 von APOKRIF, M o.].

26 Vgl. dazu L. Lisjutkina: "Samizdat i agigprop. Glasnost' pered vyzovom svo-
bodnogo rynka”, in: OBSCESTVENNYE NAUKI I SOVREMENNOST 1993 (4),
S. 101-113 und A. Maréenko, a.a.0,

27 Die in Petersburg erscheinende Zeitschrift VSEMIRNOE SLOVO versteht sich als
russische Ausgabe der gesamteuropiisch konzipierten, urspriinglich in Frank-
reich gegriindeten Zeitschrift LETTRE.

28 M, Bezrodnyj: Listaja "Sumerki". Samizdat i "iskusstvo knigi", unversff. Ms.
1593,

29 Bine #hnliche Erscheinung gibt es bei philosophischen bzw. kulturanthropolo-
gischen nenen Zeitschriften, z.B. LOGOS.

30 A, Michajlov in: Muschiks Underground. Neue russische Prosa aus der Mos-
kauer Zeitschrift "Solo”, Miinchen 1993, 8. 279.

31 Zwar wecken sowohl NEVA als auch PETROPOL' Assoziationen zu Pugkin
("Mednyj vsadnik"), aber PETROPOL' spielt auferdem auf die Kultur des Un-
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tergrunds bzw. eine in der Sowjetzeit unterdriickte griechisch-europiische Tra-
dition an. O. Mande]'§tam nannte die Stadt mehrmals in bekannten Gedichten
so, "V Petropole prozralnom my wmrem..." (89), "V zelenyj puch Petropol’
odevaet..."(88), in: 0. Mandel'$tam, Sobranie socinenij v 3 tomach, t.1,
‘Wahington/Miinchen 1967,

32 RegelmiiBige Besprechimgen never Literaturalinanache aus anderen Stiidten als
den beiden Metropolen finden sich in der Zeitschrift NOVOR LITERATURNOE
OBOZRENIE.

33 Vgl. dazu R. Neuhiuser, "‘Avantgarde’ und ‘Avantgardisraus’ in der russi-
schen Literatur”, in: ZEITSCHRIFT FUR SLAVISCHE PHILOLOGIE XLV, 45
(1986), S. 130-152.

34 VY, Novikov: “Promeiutoényj fini¥ (theraturnye Furnaly na slome vremeni)",
in: ZNAMIA 9 (1992), 8. 224-32,

35 A, Maréenko, a.a.0., 8. 231.

36 1. Klech in: SOLO 2 (1991), 8. 5-14 und NOVYI MIR; J. Bujda in: SOLO 4
(1991), 8. 74-95 und OKTIABR',

37 Z. Gareev: "Kogda kri¢at SuZie pticy”, in: NOVYJ MIR 12 (1989), S. 75-84;
DERS.; "Mul'tiproza" (fragment) w.a., in: SOLO 4 {1991), S. 41-73 und
STRELEC NO.2 (66) (1991), . 111-121; A, Gavrilov: "V preddverii novoj
Zizni. Gantenbajn i Kaban", in: JUNOST' 6 (1989), 8. 38-43 und in; SOLO 1
(1990), S, 5-29; V. Zuev: "Pravila igry", in: OKTIABR' 2 (1988), 8. 116ff.
und SOLO 2 (1991), 8. 19-56; A, Ivanfenko: “Avtoportrct s dogom", m
URAL 7 (1985), V. Narbikova: "Ravnovesie daevnych i noénych zvezd", in
JuNoOsT' 8 (1988), S. 15-29.

38 Aufgenommen wurden in diese Ubersicht auch solche, z.B. Emigranten- und
Samizdatzeitschriften, die schon vor der Perestrojka existierten, aber entweder
nicht in RuBland erschienen bzw. nicht 6ffentlich vertrieben werden konnten.
Zu den etablierten Monatszeitschriften vgl, W, Kasack: Lexikon der russischen
Literatur des 20. Jahrhunderts, 2. Aufl., Miinchen 1992,

Birgit Menzel
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Die Russen in Wien, Die Befreiung Osterreichs. Wien 1945/ Augen-
zengenberichte und iiber 400 unpublizierte Fotos aus Russland. Herausgegeben
von Frich Klein. Wien: Palter Verlag, 1995. Grofiformat, s/w, 248 S_ ISBN 3-
85439-141-2,

Der Inhalt des von Erich Klein (Wien/Moskau) herausgegebenen Bandes geht
weit tiber den vom Titel nahegelegten zeitgeschichtlichen und dem Gedenken der
Ereignisse vor fiinfzig Jahren gewidmeten Bezug hinaus. Es sind nicht nur Rus-
sen, die zu Wort kommen, sondern auch Vertreter anderer Nationalitiiten der ehe-
maligen Sowjetunion, es geht nicht nur um Wien, sondern um Osterreich ins-
gesamt, und es handelt sich nicht nur um die Apriltage des Jahres 1945.

Bei einschliigigem, idiomatischem Verstlindnis der Titulatur ist es ein Buch zur
Aufarbeitung von historischen, im sprachlichen und visuellen Gediichtnis der
Zeitzeugen, aber auch der heutigen Leser und Betrachter gespeicherten Stereo—
typen. Die Antonymie von Besatzung und Befreiung ist nur einer dieser Aspekte,
die Klischevorstellungen von Kultur und Unkultur, zivilisiertem und unzivili-
siertem Leben sind ein anderer.

Was die Fotos betrifft, so stammen sie tatséichlich aus einem relativ kurzen
Zeitraum des Jahres 1945, avfgenommen in erster Linie von einem der promi-
nenten sowjetischen Frontfotografen, Evgenij Chaldej, und aus dessen Priva-
archiv zur Verfiigong gestellt. Wie man erfihrt, sind es bei weitem nicht nur
Schnappschiisse, sendern zu einem guten Teil wohliiberlegte, inszenierte Auf-
nahmen, gepréigt sowohl von der politischen wie der menschlichen Dimension
des Krieges, und ausgewéhlt mit dem Anspruch an die Qualitiit professioneller
Fotografie,

Der Textteil stammt aus ganz verschiedenen Zeiten der letzten fiinfzig Jahre.
Da gibt es zahlreiche Ausschnitte aus dem "Wiener Tagebuch" des Josef Schiner
vom April bis November 1945, und siebzehn sehr ausfiihrliche, verschriftlichte
Gespriiche mit sowjetischen Zeitzeugen, die in den Jahren 1993/94 von Erich
Klein gefiihrt wurden. Dazu kommen - in den Begleittext eingearbeitet oder als
Montage an den Rand gesetzt - Zitate von Politikern der damaligen Zeit,
Reflexionen von Schriftstellern und Kiinstlern, Ausschnitte aus sowjetischen
Zeitungen, der Wortlaut offizieller Dokumente, Kundmachungen vwnd Reden
sowie literarische Prosa und Gedichte von Semjon Gudsenko, Wladimir
Tschernow, Primo Levi, Boris Sluzkij, Jan A. Satunowskij und anderen. Soweit
erforderlich, eigens fiir diesen Band ins Deutsche tibersetzt.

Man kann das Buch in ganz verschiedener Weise lesen und betrachten: zur
Bereicherung zeitgeschichtlichen Wissens, insbesondere fiir Osterreicher, als
Fotoband von hoher Qualitét, sicher aber auch als Quelle und Dokumentation der
Sicht sowjetischer Veteranen ganz verschiedener Herkunft, sozialer Schicht und
Lebenserfahrung auf einen Teil Europas und (!) ihr eigenes Land, Der Blick
hinter die Zeitgeschichte fillt dabei auf kulturelle Details, die in authentischer
Weise der oral history oder in literarischer Verarbeitung dargeboten werden.

Tilmann Reuther (Klagenfurt)
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26.2. JuX. SCEGLOV, Romany LIIfa i E. Petrova. Sputnik Sitatelja, 2 toma, 2-0 tom,
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